‘Volunteers play a vital: sole in: acrv ar 


programming department. : “Your | contributions make our 


productions a community effort and we encourage your 


~ participation in- all aspects: of “programming LOY cour 


channels. - 


You will he, introduced #0 television as 3 


ee seagehand who. assists. Ene: product ion crew in set ‘up, 


production and stiike. | The crew membe©s will inform 


you. of studio procedures and the | handling” of the. 


equipment. 


Volunteers. are required to: complete an 


“application | form which as siste- “Us: in determining your 


yess schedule and areas of interest. 


When you become confident in the studio | 


you will. be introduced to mobile production and other oe 


areas of programming and operations. 


Your participation and enthusiasm is. “greatly 


aaa and we hope you will have a rewarding 


22. expe srience in community programming at ocTv LTD. 
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een om, 


VOLUNTEER STAFF 
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“the Volunteer concept of staffing our production FASiLRey with 
— voluntesrs operating directly under CEN. staff. has a_ number ‘of: 


_ major advantages for gery. 
bees” A ‘pe srsonnel cost. saving 


er Further economy is realized in. that the more “us sage. made. oF s 2 
our facilities the less per hour/day cost. (Daily cost *, : 
by hours in use) and Eh more programming realized the. cheaper — 


the cost per program. 


“aes With more volunteers trained the eres ‘of programs will | 
increase. This channel | must. appe ar as: professional as possibile. | | 
: LE: ss is to be viable as a medium of expression TOK. the community ve 


and: a viewing alternate to current commercial channels. 


WE AT gery WELCOME YOU TO. WHAT WE BELIEVE ETO 
BE THE, FINEST CABLE PROGRAMMING FACILITY IN 
"CANADA. “UNTIL RECENTLY, “YOUR PLACE IN RELATION. 
fe YOUR ‘TELEVISION AND RADIO HAS BEEN Prose, 
"RECEIVER. ALL THE INFORMATION AND. Fiance 
was BEEN IN ONE DIRECTION, YOUR PLACE WAS SIN 


ees OF YOUR SET. 
NOW you ARE ABLE TO PARTICIPATE. YOU CAN BE 
PH BROADCASTER. ‘THE DOOR IS ones. com 


P00 ocry ~ COMMUNITY PROG RAMMING. 


Noh COMMUNITY ‘PRODUCERS rate cei sagt 


1. Community « groups are, al located = hours of studio production 
7 time. Producers are res sponsible for having” crew and 
talent in the studio and ready to begin, production at 


the | time scheduled. 


places 4 using oc production « crews Are allotted 45 minutes 


for | half hour shows and 90 minutes Eor - hour shows. 
“re is. imperative that the host | and. soot be ready | to yd a 


- begin production at the time s scheduled. 


2. During satis pocneecion tins oe ‘the Leleion 
Sane Se hain the community groups, a list. of production equipment 
pe Ss “requirenents \ will, be drawn up. “only. the equipment | 
Listed « will be accessable to the group. ‘Prodibers: 


mast submit a written request to ‘the: Product ion Manager | 


to arrange for any additional equipment or. "special props. 


OA monthly meeting will be set up to discuss problems 
ana recommendations between, the Tv director, ‘the Ghiee-< 


"technician, the production manager, program secretary 
and the producer. 

The attachea programming forms have been include d in 3s 
pe case. a “community. producer requires any of ‘these services: 


| artwork, slides, promotion | 


(3. Producers will be accountable. to the Program Administrator sees 


} 
. cl 
ae Neuacll 
é et : 


ART REQUISITION FORM _ 


3 
mex 
oe ae 


DALE ORDERED: Be uate yg ee Fe ee ae 
‘DATE REQUIRED: saad as 2 ore PMY REQUIRED: 
PROGRAM: er. f. ‘ , : is ne % Ne he ome 

“PRODUCER: 


"BOF GRAPHICS REQUIRED: _ | 
- GRAPHIC: ripe 9 Pe RS 
SSUPBRE 0 ae) ue 8 BACK DROP + 


_ INSTRUCTIONS AND DESIGN: 


eaten nntnarnsne menhen cementite ae Sem t ena hen e Tt RE APT AS ET eR NE A 8 Ot CA PORTLET ECE Gitte tree fothrey im oe , - . . : 5 Ws Fae : 
ar mig lanai aaa cs Dania oat an ae en dan sand eaetratenin dn Lehane atta atari cra aa aaa a a aaa a” 


nee ee ARN eS tte tte RN NE BS PO MAP TNA sot AANA et teat ACT LO OE COI CRED CALE eR te tela COLON SAG RENAN COTO REIS OO OOP AAC ea ANGIE OT eee IO BC AC OTN OCT SAO Tt AER St Om Patan ICR TEL NAL A 


ORRPT SIs 002° 
“DATE COMPLETED: 


DATE ORDERED: _ 


PROGRAM: 
ronuceR 


TYPE OF FILM, Aer aaiet RN RC 
COLOR: Feet Sere JA, [ina sce 


a PHOTOGRAPHER: 
NTE comteren, 


SLIDE REQUISITION FORK 


or rerenyir tah lene ntti aero ts ee AOL Aen AOE ARTCC ALT SOL AIOE CC CT ID 


DATE REQUIRED: TINE REQUIRED: __ 


pert rn eee meta AR RR Sen pete me tan ly NN GORA TC RE Rt 


| REQUIRED: __ 


fewer tenaaertiot nen shonin nena at Ages oe repetnn Prnftt BA R NR I A 


etl Ain, maar an tesa teaPlR Ds Amp ae RU se 


eect INSTRUCTIONS AND DESI Gil: 


seeermartnnccines eapaicnanimendean neta 


rane ogee mene teiteen/Oae Wgrmertar nen everett pe 


SLIDES: PEE OS SoPRINTS: SEE 


2 ree sclhatadesmeatemnia aoteimemeneciemen baer itemaatibhd inatmadtetbetine 1th onobamamatencie uneadientoneredarara re eer eT ee ‘ . 


oe TITLE: uy 5 ES ae hg eer ote es | el eee ee 


ape toa AAR BRIS 


ne LENGTH: eS Se tae eee __ PRODUCER 
IRE DATE: ey Dla etna 08 oS TRECROR: 


_ PB DATE :_ 


Pere TALENT BOS 


TNT nT nT aT etter tenement nt etaeieemreeieimnemeniaeiaaine ieniearinaiemeeimrnanenminnen menmmaniagl . 


| RostEss: ue, 
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—— : wnt _NUMBER_ 


SET DESIGN: 
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FOR COMMUNITY PRODUCERS: BOOKING PRODUCTION PROCEDURES 


The “booking form “LS the only source of information that ‘Ee 


oc technical staff and. the - production crew whave to. plan aes ee 
“needs. “Tt tells us what set is. required | and basically how. Eo" 
" aesign 3 it. Te you cannot provide us with needed information, 
ask the. Program Manager ‘Eo as sist you. “ine booking form tells: us: oS 
what slides « Or film you wish tke use. “pastcaliy, ie is our. * 


lifeline to’ your programming needs. 


- Please cael out the Booking form, which you will ‘fina in ‘the: 


programming secretary’ s ‘files, so that we can “prepare for your eee 


5 Proaen: in. advance and to the best of our “ability. 


“These forms should ae filled out, at least one week in: advance 


of your program and left with the programming secretary. 


An example form has. been attached as well, as ‘ copy. of the 


— you will be expected to use. “If these forms are not. ‘filled 


iPiguik: on. ‘a | regular basis, Sad production time will not be booked. 


aa the case of a Live program, it will automatically be 


*pboonded” for playback on a multiple replay basis. The programming 
secretary w will, assign you tape Ss which | you should keep a “A: ‘record a 
p08. in: case "you require any programs: saved. uae ne i 

“Make sure the Program Director and ‘the Programming secretary ee Se 


— informed of any program changes. fee 


Any TV “Listings you wish to appear | ain the Journal or “othe 


"media has to be into the programming, secretary three weeks | com 


advance: of the program. We: encourage these Listings as ‘the public 


7 saesoeae LENGTHS 


ae then | aware of our "program content. | Include this information — 


ony your studio booking form 


wens 


rt As. important that all: producers | conform ‘to ‘the “following 


Oe Sogece lengths: 


“Half Hour Program: 28:55. 
“one Hour ¢ Program: 57: 55 


“From 57: 55 to the top of ‘the hour, a F promo, P. Ss. as. and ae, 


mata ID will be. inserted. | “ALL of these have. exact “lenghts ea 


ad ® and will be inserted at: ‘the completion of production so it ds eed 
>) imperative that programs come out to > time, Te is. the airector/ 
4 switcher’ S responsibility to bring programs out. to time, however, Bo 


the: producer should plan and script their program and materials. 


"accordingly. 


mer Circumstances may indicate longer changes on. occassion. 


 gcrv's Ss director will recommend changes: when they. occur. Sie you 
feel there will be ‘problems, consult | the director. | 
2 VISUAL -ATDS: 2°. 


| We can accommodate 16 mm film, 


os ‘our, slide carousels: handi ee up to. 32 slides at. once (35 sme ae 


usual size). TE you have: more than 32. slides, at: is. easier’ 


sere to break the slides into segments. They ate: easier to accommodate 
ane this form. 
If you" are shooting slides, please remenber, television be eect 


al can 4 not use vertical “slides: 


our, equipment can reproduce rT. Vv. cy 1" material, as well as _ 


op span cassette. video materials. yi 


i ‘2 sau ’ 


“The use of video recordings, is” subject to ‘gcry’ S- approval | 


a of. Quality. “sub, standard material will not. be used. ee let 


reason, 1/2" video recordings will not be used. 


‘Because, or recording standards and formats, the Chief 


technical operator must have the video tape materials, 7 or 3 days 
hse advance of production date for previewing purposes. ‘Whenever 


"possible, we will endeavor to use ‘these, | 


Re he Mae SECS 


“gery Limited welcomes Volunteers. and Community Programmers 


ne its facilities. _ We hope, your endeavors with us will abe ne 
enjoyable and that you ‘find valuable knowledge and experience Z 


aban] been gained through | your efforts. with as, 


To this end gery has evolved policies which | should be 


pone ficial | to “you---and gcrv. ae 


“STUDIO BOOKING FORM 


i co MONTY PRODUCER: hee ig hE Seine 207 NQCUHPERSE ak 
on fe eGR Nighy Pee gnee Oph Se dide Waa atte 

ain DATE: 
mes 


| PRODUCTION TINE 


requires ENTS: 
CAMERAS: 


ermmnnatinn o( tenance te 


Searels 


AUDIO (INCLUDE MICS, CART, REEL TO REEL) 


. Locate tthe te = PN AANA 8 rent rn satan ro rn eepeemtrecnemnatapecneetnen Sith PRA 


oN LIGTHING 


OUTTLERS os 


= SPECIAL NOTES: 


sitll lara rato suit- iinet Sib asinnGs psc tipeog ches main sen hoe peste pan acter gaa eset ancl poate’ reo it  gimcep shaving ages tsa Gs gana cmap icnlpmnsoiitnnisesnltie 
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_CAARMIPLO PURPA 


~ PROGRAM: “ON THE ARTS” ee WENDY BRUNELLE 
_ VIR DATE: FEBRUARY 10, PR sto has Sie ee AEE DIRECTOR: WAYNE OROBKO 
a AIRDATE: MARCH 3-10 - ao ee ae CONS ed LERSTHS BBB 8 Oe 
TAPE #: 4 EOE ches ae ig SUESTE W.0. MITCHELL 


* :Sedesesadeexiieoni pesmi sedenseierendberrajeosnoucenietatatsasitnebnesesiuey as 


00:00 cm ou ws ser HRN OF ca re eg Ce 
wes ioe ONSTHE ARTS Ss Pot, a? ce ee Se i GS 
_ WITH WENDY. BRUNELLE AS 
TODAYS GUEST: W.0. MITCHELL 


en ne ON WENDY oe Be ano ust esto 

00 om eT em seo 100 Bee: 
on 100 aN On WENDY eee INTRO SLIDES Jes BESS yg Beet ole 
“12: jae Ce STUDIO; teh be ee AS 
fig SUMME I MOUSE NE ae a eee Re 
ne sue #2: cu. CHILD'S PACE Se ee gos 
12:15 cn oN WENDY OUEST. INTERVIEW SEGMENT 16:00 

28:15 CAM ¢ on WENDY Sch WRAP See ESS 8 ag on ES eo ee 
sn cost CREDITS BS O82 THEME ON CART << Sse oe ar gg) Sy ee 


“NOTE: CLOSING CREDITS CONSISTS OF. "THIS HAS 8 EEN A \ ET PROBUCT ION e178" 
UNLESS OTHERWISE NOTED IN THE FORMAT. 


“The following rules, are made, to ensure you, achieve ubhe oS 
greatest possible return for your efforts. 3 These rules are 


- enfore: sd and failure to. comply with them may result in “the: 


"suspension 0 of any or. all privileges | extended to. you by gery, 


eile 


Our studio is booked on a very tight schedule, therefore, 


es is | mandatory. that you and your guest (s) be at the studio 
and t be prepared. to. start at the. time scheduled. “Equally 
important, a ‘that you ‘complete | your session and vacate a ig 


the Studio before your. ‘fini. nem oS 


You ae cai for setting your own sets, installing oe 
"necessary microphones, and ‘Lighting, | (direction ane ‘these a 
_pveas will be provided) pie "requested or 4 ‘deemed necessary 
i by gcrv.. No. sets, Props Or production | devices will, be 
stored ‘at octv for any xeason, whatsoever. “this will be 
strongly enforced because of a shortage, of ‘present storage 
space. “Any materials left at ocr, between ‘productions will | 
ees considered disposable. When you finish your session, 
pe eee sure: that you allow sufficient | time to leave the = stuaio 
“neat and clean, with ‘ald: ‘Props stored, “microphones: in: 
othele | proper place and all microphone cables neatly -cofted | 
andy put away, with cameras ‘parked near. “the control | room 


window — 


_ No food, “drink, smoking © or loitering is allowed in the ‘large 


studio or: control areas. (This rule is strictly enforced en 


oranda: a single violation will result, an 1 the suspension ; of 


aitaaan yo. 


“pe not. under_any circumstanc: 5 make any “adjustments: to: gery 
equipment. “this rule will be strictly enforced and any - 

_ violation will result | an automatic suspension of priviledges 

_ without | re- ~instal ment. “When you “encounter @ifticnties, 
inform the ctv. ‘Sheer member On duty | and. che will get in 


a eeuathe welt sees tenance 


The: lower level of the ‘control room is’ “out a bounds. 
gery provides personnel B23) operate “and maintain all ‘actos 
int this area and persons | found in this private, area will ei 
be: suspended and asked to leave the premises entirely 

unless they have received permission. from gcrv ‘senior — 


staff to be in ‘this areas 


+ gery personnel are "in charge". You are expected to adhere 


to any requests they may make. 
=P net een Seaton cram Resto Ge Begneviiek arenes, © 7 


Any problems encountered quring production should be noted aie 
by ocrv staff and ‘the Production Administrator should be Ee 


"informed < as soon. as. possible. 60000. 


ams studio bess pict eel eat et any rother 
reasons that you et have. to gain access to ctv, offices eae 
a studio must be prior approved by the "Program Administrator, 
“No operator or member of the cry, programming staff can nr Bp 


authorize | access. to. any of our ‘facilities. 


eae privileges that will inconvenience or: restrain any other ea 


This iS, .2 ; Community channel and all people are. “treated 


alike. pes you have a celebrity on. your program, che scenes: 


show: or violate any af ocrv! Ss rules re 


‘Bach community producer (group) will be authorized to. 
“bring : no more than L5 people with them ‘during productions. 


ALL extra crew, guests, and friends must be assembled ah 


the” small studio until required a) participate in the 


production. _ No persons, other than octv personnel will 


se allowed anywhere else ain the building. Any person (s)_ 


found 4 in. other than ‘the designated area, will be evicted 


from gery ; premises without exception! se 


Peau § 


No community group or producer will have. sees So PeNN 3 


portable. recording equipment without : 


1, Prior permission from the Production Administrator 


carer. qualified 9cTV personnel to. operate | such equipment. 


co 3. The. understanding, that all costs incurred, “including 


overtime of oct staff will be billed directly to the | 


ate group, or ‘producer. No further | use of portable. equipment 


ee WELT. be authorized unless all accounts | are in good ae 


<0 \gtanding. 


4.) Any” equipment damaged by: any ‘community group ox. 


producer | will ‘be repaired. or "replaced with a “charge, 


/— back" to the group ie producer, 


responsibilities according to. law, @. R. a, ae and cctv fee ere 


Since ocry does not censor or choose program content, 


ats is imperative. that the ‘program | producers know their 


“procedures, si 


en ee : 


“The first, step is’ a program proposal, which outlines the. 


program concept and objectives. (See attached example) 


ie The proposal is ‘submitted to the program director and tha 6 re 


following steps are initiated: 


Sas a 


An initial production meeting is held with the Program 


/ Manager, Program Administrator, Chief Technician, Program 
Secretary and the commun ity producer, to lay foundations on 


of the program, 


The Program Administrator, works with the person/group. to. 


develop the ‘program to a | point where, it . is ready 1 for ‘Production. © 


Producers. should x produce a pilot. to be submitted with ‘che? 

_— program proposal. ‘This, ensures the understanding of other — 
_ members in programming of the program concept and will 
identity potential problems prior to the ‘program being 


confirmed for. production. 


_ Production: Manager selects” a “production crew: “Director/_ 
| Switcher, audio operator, floor. director, cameramen, staging 
and” announcer if required. _At- this, point, "staging and a 


"requirements are set and the program. goes” into ) production, = 


_ Prior to every taping, ‘the community producer shall provide 


the Program Administrator with a “complete, script. 


PROGRAM DEVELOPMENT (VOLUNTEER FM) | 

/ Volunteer producer approaches the Program. Director with: a 
written proposal ‘for the program 98 ey 

. The proposal is “evaluated by the EM staff and “successful 
programming ideas are slotted production | time Set 


the v volunteer producer is. assigned | to work closely | with “ene 
oN Of the FM. staff members who will ‘provide necessary expertise. 

-. he pilot is produced and. again an evaluation of ‘the program 
oda done. This time by ‘the: volunteer producer, staff f producer 


and program Director. 


An ¢ on= air ‘time is assigned and ‘the ‘program goes “into pro- 


duction. | | Pepa oP shee Oe ate thea aia 


he. volunteer producer will provide oerv- “FM. with all infor 


mation about ‘the program, in writing, prior to each ‘production 


—— COMMUNITY Pete eres 

2 gery. constantly | reviews “and evaluates its programming. | 
For community Producers ‘the evaluation criteria iter 
"RELEVANCE : “subject matter = are ‘the “people attempting SES oes 
68 tia communication exercise. | Are “they striving to. 


"provide material in. ‘their program. 


| COMPETENCE: | ante we expect ‘the initial a attempts at 
programming by Community people to be amateurish, we 
feel that the quality of programs ‘should improve as. at 
"experience and knowledge: in “production grows. eed this. 
does happen | we try to assess why there is s not improvement 
and t take corrective: measures: =O, ensure. that the ‘community — 
Programmer ne ocr achieves as professional a “result — 


as possible. 


"APPEAL: | While narrow casting has a very valid purpose 


ret can be ‘too narrow-does the program under assessment | 


have sufficient appeal to attract as “many viewers ae 


possible or is. it appealing to too narrow, an “audience. 


“Ethnic. Programming -is seen as. a: major way of involving | 


ei gaxleun: ethno- -cultural “groups of ‘the community+ ‘For this ‘reason 


- gery-Pa has devoted | one FM channel of commun ity programming 


ten meet the needs Of: the. various ethnic groups» 


“Te is” ‘most. important that volunteers working in this area’ 
— familiar with the various guidelines | that govern ethnic a 
7: : groups ae | 


In part, ‘the “regulations state eat. no group or “individual 


5 cam, use his ethnic ‘program for "personal gain. | “The program noma’ 2 


em per of ‘some interest to those viewers or listeners from other 


than the ethnic group originating the Program. — (this | is. 


seen as a means of, uniting the various ethno- cultural groups aeeeacer: 


together. 


‘No advertising will be allowed on the ¢ ethnic channel. 
No controversial programming will be allowed on n the 
eas channel. as eae | fo Mat tage ee eS : 

No onesicg group will b be allowed to use the “community 


- channel to slander another ethnic group. 


gery: actively encourages ‘the participation of all. “interested 


°° ethnde'' groups for a two year period. & At the end of this. 


period other ethnic groups will be give en ‘the opportunity to ve 


participate : in "community programming. ‘This would then, result 
ni a re- -allocation. of time previously assigned to all ethnic 
| “groups. 


ate should be noted that any community group. failing to 


5 samy with cry, guidelines and. cRTC “regulations will relinquish paican oe 


their participation an gcry programming without t discussion. — 


othe following CRTC regulations have. ‘been enclosed. ‘to ag sist ‘produ cers i ee : 


2 in decisions concerning program content. These regulat i ons. cover the | 


following areas: advertising, contra advertising, political, or + religious ae Fie Pak ee 


broadcasts and controversial ‘programing. 


ppvertistie:. Advertising and: ‘comercial ‘content | are not allowed « on. “thé: 


efforts 3 ‘in the community as a public service. It is. permissible. to 
mention a guest's or speaker' Ss company for credibility but it must be” 


- (Thanks to Arthur Murray. Studios. Be). 


CONTRA ADVERTISING: “CRTC eae state: "no advertising material : ee AR aes 
a including contra advertising, : shall be allowed on the > communi ty cement 


eee Community channel . This CRTC regulation distinguishes. ‘the. cable es a 


From the broadcaster and ensures that the cable caster concentrates Risto ees 


verbal and mentioned ‘only once in the introduction. No credit is to fee cs 


be repeated verbally, however it can Be ‘included in ‘the > closing credits. oe 


| POLITICAL, BROADCASTS: “When a licensee provides time on. its “community 
channel for the distribution of programming of a partisan political 
character, it shall allocate ‘such - Sime. on an equitable basis to ide 
_« politteal: parties and rival candic:tes.’ | | | | 


RELIGIOUS BROADCASTS: ‘Avoid: programming which | includes the undesirable 
 Mselling™ of « one's: product against another. 


Sy or dominance in | the program, 


ae denominations. oe | 
| "giving any group or “individual exclusivity 


cok anleasin: Pasi “When. a - licensee - provides the ‘opportunity 
va oe ON its community channel for the expression. of views on. matters OF: a 
Oc publie. concern, it shall. provide reasonable, balanced opportunity for” 
the. expression of differing views on such matters. We aed ote ee 


ace Issues of publ ic importance must be treated fairly- which | means rovdn ome 


SOE an, opportunity for the presentation of contrasting points of view. ere ee oo ee 
oie. Producers must make a conscious effort to see that freedom of expression nigra. Peat 
does not supersede the  epportuntty for differing views, ; 


ee special ized "bias! of certain. more aggressive 


hatred, contempt, and ridicule?™ 


eb and Slander tai 


oes DEGAL: RESPONSIBILITIES 0080 0¢ 


‘Defamation is what the law calls Sat "tort". “Atort isnot a 
crime for which ‘the: state will impose a. penalty, rather Le is Pion 
wrong which may give one person the right to. | recover "damages" = 


money - - from. another for injury. = 


“Defamation is a particular kind of injury ~ that inflicted 


wed a person’ s “reputation. — Defamation occurs wy ren one person 
| publishes or broadcasts words: or other. material containing : an 


untrue imputation against the reputation of another. ee 


‘The general standard used to. determine whether an imputation 


| ds defamatory is: "Would it lower a person in the estimation of 7 


"right thinking’ members: of society generally, ox “expose him te 


“Libel. and slander are “both defamation. — In general, a slander 


as. a | defamatory communication made by means of “spoken words, or 
aan some other "transitory form - ~~ - looks, signs « or gestures, 

, “Libel, on the other hana, is. a communication of defamatory 

eae in more ox less permanent form _ a “newspaper article, | 


—— andbili o or book. 


Distinguishing between Libel and slander on a basis of 


permanence | is fairly impractical, and sometimes difficult where 


| broadcasting ; is ‘concerned. ee spontaneous remark on a broadcast 


which is heard by fhany’. people | may | do | more charm to. a aperson's 


reputation: than a written remark in a newspaper. Similarly, 


lis steners often cannot distinguish between remarks, that have | been 


-— sexiptea in “advance (permanent) and ‘those that have been made 


"spontaneously (exansitory) . For this -yeason, many provinces have 


included in their legislation a ‘provision ‘that broadcast remarks ida tenn 


wilt be considered Libel. 


“Someone who claims that they have been slandered ma “have: a “ 


“more difficult task in | recovering ae mages: than ‘someone who has ee 


ee Pa! been libelled. " In an. action for libel, the courts: may presume 


7 Ene a “person has suffered injury once “he has establishea the Libel. aes 


In an action for slander, a plaintite usually cannot rely. on this 


presumption of damage. However, in Alberta, the Defamation Act 


_ defines "defamation" re . both libel and slander and provides - that Eee 


where: defamation is } proved, ‘damage shall be. presumed. 


s Biblloneten 


In order for something, to constitute defanation, it mst be 


putts. ‘Public Lion Ls: effected by any act which conveys. 


pe ae defamatory > matter to. ‘the ‘person to whom Le ais. communicated tae 


oe Spoken word, a gesture, a broadcast - 80 “publishing” defamatory 


Peae matter is more a general idea than just publishing. a book or news 


eee 


A person who publishes material which contains. untrue imputations 


against another's reputation will be liable unless the sy can make 


Sout one of the defenses described below (more, than one ‘person ‘aay ee 


Se ee. involved in ‘the publication...the person making, the e statement, 


re 


‘the group with which the ey. are associated, ‘the cable company, and 
"the executive officers of the cab! e company) « “usually, all hie 
"people: would be potentially liable for. publication of a | defamatory 

remark: and a plaintiff may choose to proceed against one, any, or 


all of them, 


Defenses. in an “action for defamation are: 


1. That y you never published any OE. the words “complained of. 


2. mhat the words aia not refer ‘to the person fearing 


. that they were not “understood to refer to that person, 
and that they were not capable of being understood to 

fe peter’ to. them, ack. aes a oe eta ranS at ee, 

3, that the words did not bear ‘the: allegea defamatory Bee 

os “that they were not unders tood to bear it) and they were S 

“Rot. capable of bearing Bee | a ‘ee rane’ peeks, 

4. That | the publication of the words was. authorizea by the raga’ 


person complaining, or done with his. consent. 


5. dus tification: Alt chough a plaintit £ does “not have to prove 


that the words he ‘complains of are false, the Person who Ae 


published them can defend themselves. by proving that the 


words | are true. ‘the person. who made the remarks must ‘prove 


the truth of all material statements in them, and must show. 
that, their facts are true, not just that they | believed them 


: to be true, 


—— 25 WoRDS IN LEAD SENTENCE, ALWAYS START 2ND SENTENCE AS NEY PARAGRAPH 
_—-LEAD SENTENCE MUST HAVE “PUNCH” TO ATTRACT THE READER, 


ao Keer 1 IT SIMPLE BUT MAKE SURE TO: INCLUDE ALL FAC 1S Gane, wien, wy, Hot, , 180.) as 
| Try To CONFINE TO ONE PAGE WHENEVER POSSIBLE, so" 1 a 


a Use foun s To PASSIVE VoIce = Ce: aT Is HOPED. +, ») 
725 St seeed col 1-9 Dn MIME SPC Gy 1) ANS OR AOS Wee Finite, ce 
: “Ebr covy TIGHTLY - - ELIMINATE ALL 1 URECESSAY WORDS oe: THAN, vice, were) 
. “Keep ALL SenTENces AS sso AS POSSIBLE, - Noto Lon P GRAPHS ne mae 


ae “Wow THE USE OF STATISTICS AND TIE IN with READERS ont EXPERIENCES 
_—s (Es NoT my YDS, BUT THE LENGTH OF A | FOOTBALL L FIELD) cane 


- “AVOID USING JARGON, SLANG OR INDUSTRY WORDS, 


_PRORTEON FORMERS: 


f Graphic material ‘anatt: in size or in. aveat.; detail may ay suffer 


when sat on TV because the system is not fine enough to cope with smail 
details. When preparing craphics remember that large, bold areas are ai tee 
~ pest. Allow a generous border around messac2 or zriwork in each graphic 
card. Bi liege smatler than 8 x 10 wit not fill uu <a television s screen. st eat 


os You will be ‘responsible: For seeing that att props, {graphics 
E etc. are on hand when needed ~ that everything is available and ready to 
go in order to make use of the limited time at your disposal. .That the Paget BAe po. 
Soeur 1s Cleared" on time and is: left in ) the same One On that it was 
iuperound.- Putte. et TE es gee : | ie 


Nene 2 “The studia is deta Fhe ‘etme production. ee e. “Snteras. 
views: with not. more than four people, monologues, voice over film etc. }e 

Any deviations From these Seve rommats oe ‘be assessed as EG: their 
By Riad ld be a Oe gO oa, tt | e | an | 


Gears ‘oraduets ons involve more. than’ the basics: a pepad ¢ 


script which includes all components and cues is recommended. Regard- 
less of content or format, at least one day's notice should be a dopa 
<se woat pa be required for the Peedact ion, Foghat, 


ec “The size and ‘tape: of a Ty pleturs, is Fixed. The aspect e 
ratio i is 3 units high and 4 units wide. Saye ake te NNT i oe eS 


WHAT TO WEAR: 


clothing. 
“Avoid white shirts or blouses. 
| Avoid garments with a lot of pattern. Snare 


ee ee 


May what. is “confortable and gives a feeling of ease 


and assurance. ae 
“Think of the | ways you can put across “your: ‘ideas: 


-huraly § and Visuanly. 


Tt is not adviseable to wear white or extremely dark 


"Depending whether | you 

eae hosting a. "phone- ant 
program : from the tetertton 
studio, or the FM studio, 
you: will, need to iknow some sraeie: 
pointers on telephone | oe 


“proceedures. 


| Remember, the telephone may Took 


different, but, your: hosting, 


proceedure wil ‘remain. the ‘same. aa : 


ae Se calls will be answared in ‘the control xoam \ first 


ea ne “wohen | . “Line: is "flashing slowly, it is xinging Ve ear ‘ | 


me _ostays Lighted, ‘ie is being answered in the control roan, 


= vis, flashing quickly, it is on “hold and | is ready to be taken Gee = 


“You ONLY TAKE LINES FLASHING QUICKLY. 


a See take | a call: ee ne a 


- push | the ‘appropriate 1 Line button cs wil be ‘flashing oui icky) 


ee 9 2-3 = “Pus sh the , speakerphone | ton! “button atgteen) [the depressed line button | 


will stay Lightea)_ 


e = | ae : Converse with the caller and guests until finished then - ‘ 


We 2 = ca there are more : calls ‘on 1 hold (fla ching auicay) ) gO back to 1 and repeat. 


Seat | Tf during « a cell. should a hear . a dial ‘tone this: means your caller ‘has hang ca sae 


USH the fost? patton (3 $i 7 | and | continue, oe eum ym 


ae me after ; answering a ‘call properly and the Line is | silent, say ‘hello again, | 


wait : a few seconds ‘then PUSH the ‘oft! button 23), and continue. : Sas ae 


or you « cannot hear ; a , caller, ask them to > speak up. Fa i sp a wae slg epee tgs, Vee 


; OS ss 5 re an a a as of te teinkess = will be usings | ¥ ; ; ‘ et a ae 


ee em eee 


| es rere 


8 ie we treet HS 


Meermremen coeny atime 


oa 


wa - 


ape ece 9 ee 


tye weene-- 


Serpe: m8 em Oo 


SS GCares-mas aseees 
Bikes net epiehaer dees = 


(rn ef 


| 


ier ntnrgs 


Page 


Cee a Ee 


oi 


ane 

gt 
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et Age 


a ee cept y omen 


fir a oe oe oc a: Alperinty Baa denne Se No Why. Signin 
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- . 
° cd 


iy Telephone Operations Procedures | ' Lee 
kkk ST TTLTET REET MRE TEAeT CEEEEE ETRE 
NOTE: the main purpose of screening 


cults is to make sure kids, cranks, 
| ie rarer: ae . oar a or any other person who may want to 
Fede. oe ; disrupt the program for whatever 
; There are eee line Flash modes: " | reason DOES NOP get on the air. ne 
_ Slow flash = ringing IOI EI ICE RRR RIK IIR I I rae 
- -constantly on = line has been answered Be, aE MP dh case Sie ai } 
fast Stash, = Line on hold | es 


2 % For Screeners of telephone calls. 


game 
Be ae 


nag Bow to answer ‘calls: | 


ay When you see a Line ringing (slow flash) bid 
- -depress that line button 


i oie “pick ne the recelver to talk ; : 


a ; Say: Good evening, a _(name of progratt)_ 


| a abe en to ‘the oniee they may start their question sO. inform ah 
bat ae taey are se an . "the control LOOM pe: ae not on-air. | ve 


Pes LISTEN 10 THE CALLER! Te in doubt, ask then for their question. ee 


L4 tf igs caller | seems. 5 Legitimate: 7 ie 


Pag Ask then: if they are near their television | if v set) 


_ Fr. a : 


& sn ~-1E yes, ask then to turn at = downso there | won te be trouble with feedback) 4y 


“Inote: ie nae put the Phone ade. eS: gO. vo ‘the: Ty F wait until Pe, og: 
the caller comes back. If there are more calls aay ing, Ree 
ee 2 put the line ec: hold, go to other calls, and alway To 
come back to those lines to assure the caller ha. 
2 eg. Up. because he bers taecis you rake wp on him. 7 


an If) no, or if it is already turned down. °. tee, . 


a. | v5 Tell ‘then you : are going ‘to. ere hen on hold and the next voice 


_ they hear will be. the host | of the PEO Gram. 


: = -nfter they acknowledge. : - 


ee - | * Tell them you 're “patting ‘then « on ‘bold now. . a oN Oe he ss 


HHP IRMLY DEPRESS the HOLD (wea) batton on ‘the telephone. ‘The line button a Lea 
"already selected wil pop up and the Light will begin to flash fast. 


7 sf [the Yold button willnot Stay depressed and wil pop | pack | UD | as wel) 


“THIS LINE is NOW ON HOLD 


ert, a The Sah on ptine ‘may: he ences ‘studio: s@ inform the director ne 
yt eas this so pe ve ae =r bce Clabes ee ee the host. | 


"REMEMBER: ‘smile when you speak | on. the telephone, it really works! tr os ree 


“fo the letters have two ina or wocack Sealine Sie ane 


t Ghacacter generator; (care! ere ter: jen er a tor): an electronic. 
device that can create lettering on a television screen; sometimes 


called | a ‘fitler, 


our. (charactar generator/titler) unit is a Video Data ‘Systems | 


model fe -1000A. oIt is: of the down-stream keying type. | ‘This, ‘pong: 


at. takes. the completed video signal and places its lettering: 


on. top, or: in fromt. of the picture. The result is ‘sent to Ene . 


- VER and/or On-air. — A switch inserts the lettering in and out 


eae 2 


aE 6 stores lettering in the form of electronic pages, just like 
oa book only no paper. “There are 16 pages” available, each of ac 
which can. hola eight lines oe ae: letters. each 28 character 


“spaces: per page Ox 2, 048 in th 1e whole memory) - 


the: ele ver uses a “standard ‘typewriter keyboard. to make the lettering. 


the letters are upper-case capitals only, no Maewee case. Two. ‘Sizes 0." - 


are available. (vertical size); in large the e.entire py screen | oan 


Dor extant apes small, Saree the bottom half. 


drop shadow. ‘the edge puts” an outline around the individual | 

~ Jetter.: ‘Drop shadow ‘puts. the border only on the right and 
“bottom of the letter. i. Lt gives a sort of block- “depth: iy 
“the. letter, ny | | aa | 


eee the borders ‘ana pe Teter itself can be ‘colored’ either 


white, black or turned off altogether. | “Any letter can be made 


to flash also, at two > speeds. 


> the ees size, border. and color Pee en affects all ‘Textera: | 


‘the machine displays. at any one time. This. information Ls not 


stored with letter, but is added to the letter when. 3 is. to oi” 


Oe  Baplayat. 


Se 


‘Treaster can be: typed me on the pages ae" any form and aisplayea on 
PON an woven ways: 3 ote ee ita oo Pea oe: a | ae 
“pe othe titlez. can show: the entire contents. of a Sugie page Or ae 
ees can show either one Gr two. lines of the selected page at eae 
oA the: bottom of the screen. “Phe: lettering. can then. be moved up. 
} and down the. screen one-line-~ -at-a- -time to pass. Dy. this fee ee 
and be ‘seen on air, while the. ‘rest. of. the line 2s remain. hidden, 
“(the up and down line movement, called. soreen, only works | eee 


"yr 3o: on pages Zero to seven) 


Any” page can be made to crawl From right to Pett? at two “speeds, 
: - across the bottom of the screen. EE, can crawl a single page | 
once and reset itself, O° crawl tthe page continuously over cand cae 


8 ever again. 


es qlee ‘eiawes pages (eight to 15) can be ‘rolled ‘up peor. the’. 


bottom: to the. top. Or - the screen, one. page after another, to make 


ie credit roll similar to ‘those you see at the end of most 


ae ee shows (64 ines mascimum) 


The titler has two. Sarotees “The program output th e hone, viewers 


see and the preview output which only the titler operator 


can see, so the information can be arranged ox” changed off-air, 


then displayed when, correct. 


in) Boe your additional.) yore spe 
"information, a 
television technique 


"production manual Ais attached. eee 


—octv-FM suggests you read 
 { theough: the manual for se 
a ge” additional tips ean oS 


“. production ‘procedures... .00 80" 


tia 


owen an any , ethic writing’ iS done in “advance: of. me 


shooting will depend on your theme, concept, material and your 


own temperament. Without a firm hand, the production can become = 
_ prolonged with many retakes and the consequent increased ee pen | 
ae diture in terms of both dollars and poe pepe ayes 4 


te: you are. paving a fireman from a en beside. a murine . 


i waktebenie, a script or, indeed, any preconceived notion, would 
only be a hinderance. On the. other hand, a complex educational gars 
or industrial programme involving a combination of live speaker(s)) 


and visual. inserts,’ i.e. slides, film, graphs, charts, pre-. "i: 


“Note: “ylways; always commit your “idea outlines, "shooting 
scripts, etc. to ee a 4 a a le BER Bao Gee tf 7 


ve ‘This will enable: you to ‘shoot the | scene 2 effectively and with a 
ee, minimum of ee, ? SP pes, Oks eee ere 


‘The gbave may be sufficient for your Po vpose, “but let us. 


tas on to more > detailed planning. 


“The iHiex. for a television ‘tor film) prodockiin qeyc originate 


anywhere, with the President, the Personnel Office, etc. Eventuc! 
. however, the idea has to be cast into some Kind SE. comprehensibic _ 
a Forts this form is the sae ser outhings.""-2 : =f 


At this stage you might as” well be enieeieieal pioricey - 


Try to keep the aN outline Short aa simple, its 
PAanee S ‘tor success will be + greatly: increa Sec: sho 28 


see. Con't page two .... 


-- recorded videotape sequences, would. clearly call for some detailed 
_ planning, if not a word-for-word shooting script. A short record 
- of a new assembly-line procedure might fall petween. these Syne, a ae 

emer from a rough CULLEN. : oe fa ig ee 


y : ; 


making a bid. Ordinarily, you lay out the specifications for ee 
of 2) the project, ‘the basic epncept. 4 to ‘0S Eta GALES) and the eT ee 
ae Sines implications. Paani ce ai EL arc Ane 


... page two .... 


‘The task facing you when writing a proposal éutline is ; one 


of digging out the answers to certain critical Te eee 


1. What is. the purpose ne making the programme? 


What is the programme topic, and what does the idea. 
originator want to say about it? , 


. £6 whom does. he wish’ to say 1 


How much does the audience already know about the 
» topic? : _ an, ) : : 


How do yout wish. the programme to af Peck: ‘thé mittenen? 


6. What are the programme's technical specifications, 
-. including conditions of use? : 


Qo. 
10. 


. What is the budget? * 


. Are there any particular cost Paceirs sssbbdaved with | 
~ concepts on which one idea ae has his heart | 


set? 


| Who: is to "Be your “content t advisdi? | | 
Who has the pene the muscle, the final say? 


Bishotating further on each of the Avovet 


a 


7 What is the purpose of makina nn 


: One of the major reasons (if not the only reason) for 


a making a programme is dissatisfaction. That is, the. 
~ idea originator wants to effect a change in the status 
Se QUO’ See Oe a a A ia igi 3 “ 


This is a matter of vital concern to you, because it 


poses one of your major tasks, as a writer: to discover 


what it is that is causing the dissatisfaction in the 
-. present situation and how it. is to. be changed (what is 


the proposed new direction?). 


Unkée tunately: ‘this is not always. easy. ‘A odd place 
to start, however, is to determine: 


- Who do you want to do what? 
~ What are we trying to prove? 


--.- con't page three .... 


x 


AS er src: 


2 thee is the: programme. topic, ae he does ‘the c idea 
SOrleiator want to: = about. it? BAN ee kote ia en 


ts OE VEEy programme’ 3 pattern of organi ization 18. built vere - 
on the same two unex panning. a POD and. a pean 


‘oe view. 


The topic element as’ simple shoud Te: as" ee: answer eit 
to the mestion, whee dis this piogramme: ‘to be POU | 


Back: comes ‘efi answer: “om eers: aT . "Wire rope. a 
“Executive aircraft. a ; "Cockroaches."". ne: there is. 
your . topic. | Sot ere uN ener 


~ Point of view is one eine B16. again. “Vou. uncover it Gants 


anes ~. DY ae kine , "But what about. ulcers/wire. alreriee oe 
bh de ne, one seo acles t pile iar pn ae Ge eS . 


‘Not quite obviously. there” are a qe es ‘of possible’: 


answers to these questions. ‘Take cockroaches for ia 
- example. Is the idea originator for them or against 


them? Does he look on them as pestS, or playmates, or 


the firm foundation on which he has built his exter- 


mination business, or potential jaboratory a INCSESEE 
for cancer research? po | | | 


Your poall = as’ a writer is to. Siet’ ‘thtbugh: a “such ae 
possibilities: until, ultimately you come up witha - 


core assertion: a clear, concise statement of popes 
ie a point the programme is to sell to the audience... 


The amery ance. of this. Phaea ‘of Souk Work: cannot be: 

overemphasized. Pinning down the right core assertion 

takes you a giant step along the road to building a i 
solid script, an effective programne. Failing to do - 


so iS a virtual guarantee. Of, later headaches. — 


a ‘Two hints: rt will be to your advantage if you WSsgatch | 


your programme's topic thoroughly at your earliest Opes 

_ portunity, both on your own and in company with your Reina 
| _ technical/content advisor. Only as you. know your. ol cea 
2 Au Gark: you hope to —o.. its essence» in a ‘razor- sharp... 

_ core assertion. Mee i ; pre ee otal ag 


oan wilt heip: it you voice : typiotheses as “to what” the: : 
idea originator seeks vainly to put into words: "You | 


mean, then, that when an Indian wears one of these ae 
ceremonial masks, he feels that he and the god are one?’. @- 


So the big edge Angus have over other cattle. is that. 


bok ees re natural: eee i eee 


tees con't page four .... 0 | 


eee page four .... 


— You wit miss the target more. often thaw not, of course. 


. But the very fact that you have injected a fresh view-. 


point has a tendency to jar the idea originator loose 
_ from dead centre. That helps him, and you, to come up 
> With an intelligent statement. that captures the: heart 
. of what your picture is all about. 


. To whom does he, wish to say wie: | | | 
_ Implicitly or explicitly, every programme has a target 


audience - a particular group. the idea. originator seeks 
to inform or influence or inspire, whether it be eighth 


- grade science students, suburban Parent-Teacher Associ- 


-. ations, potential polar bear TENEARE or oil field 


-. drilling contractors... 


Quite possibly you will have Sys lis finding just what 


- group this is, because the idea originator, lost in ego 
vi inflation, will claim that "everyone .¢ or ae eer 


/ public" is his bull! s~ eye. 


This just will not do. in eect narrow 2h field. Why? 


Because you will need one mode of attack for salesmen, . 


~ another for engineers, yet a third for consumers. 


, “In general, the broader the audience, the? harder it will 
be to hit it with anything meaningful. A mass audience 


is ny engeninn e i interested in Grametic action than 


Phat is in content. 

The narrower your audience, the greater your chances of 
. Teally striking home. By tailoring your presentation to. 

Viewer interests, attitudes, and feel ings, you can maxi- 
mize appeal and impact . 

How much does ‘the audience already know about ‘the topic? 


ace ¢ ‘She greater the prior interest of an audience in your 
<2 Subject, the less your need to fancy up the presentation. 


If the viewers hie anid for care no thing about. your topic, 


- on the other hand, you had better scratch around until 
3 “you es a aay to “hook their interest. 


Do not kid wourseles giving cose to an audience consists 


of more than merely ene kha POs ee ane from the 


3 MAR EaELOM | ‘# 


: se hd {Con t page five see 


penne 


rs : ee page neve ewe 


“Ate Revton - Pala enee aGtiote = is ever 3 hd Bees your 
eet ae goal when you SCPIDE, a. . progranme. | 


 Devhaps: your ‘detain: (the client’ 5) dream?) of paradise 
is to see the audience head en masse for a mobile e 
+ chest x-ray clinic, or watch a brain surgeon step into — 
the operating theatre tomorrow morning with total con- 


Be: How do you wish the programe ‘to affect the eudience? 


fidence in his mastery of a new technique, or a ‘sales. see ae 


ce staff move to the attack selling boxer shorts. 


‘Is not. this all pies same as programme purpose? ek oe 


not quite. Purpose tends to drift up into general ity. © 
and abstraction on occasion. "What do you want the Pe 
audience to-do when the nes come eae cont, yanks 
pee goals Bae down to earth. ; Rees +e 


eS 6c What ¢ are the progranme' S . technical “specifications, 
oe. ane lading conditions of use?” i 3 , 


ES this programme ‘to be ‘Sound: or sivent?: Voice 3 over | 
_- narration or lip sync? Colour or black and white? = 
Live action or animation? What is the duration? Under — 
what conditions will the programme be shown? Do aoe 
eenecelities, exist to bring it to the target audience? ee 


mate oe Yes, you do meet 4 to ‘know eee ehings: They will have 
paren oe cee ape Taene on the sca! of ee YOR WEites. tio 


a viet is the budget? 
Here your main pane tien is to Listen: Resanise! the site: 


| OOF: the budget will play a large role indeed in deter- — 
- mining what you can or cannot include in your script. 


oo for, the chy aeernen | epee: fat more about. this Sipe ee he 


a AS. ‘Gieee | any epee sae cost Factors Seaueiee ok with ee 
_ concepts: on which the idea originator. has his heart set? een 


A pig for example, ‘the Client who stands fast in his” 


_ determination to have key scenes shot at his cabin in the ee : 


DO woods 5 where the sun and a Coleman lantern are the only — 
asec nth of Aten. But Eha | is all means Basico! the 


os | ee 
a : “Y toes 


oe ° 5 . page. Six « a) * ? 


-. ¢lient wants this to be a- historical sequence, featuring 
‘Abe Lincoln's boyhood and starring Bob Hope as the ~~ 

_. friendly neighbour - you know how name talent adds audi- 

# MRCS <raervest!: ..25 2 eg at “ee we ae 


And then, of course, the client really would not mind if 
you included him in a few brief bridging scenes; after. 


- . all, his stutter is not that. bad >... — 


Need more be. said? 2 00. 


9. Who is to be your content advisor? 


.. Now hear this: There is no such thing as a programme 
_» On which you do not need a technical advisor. Some a 
~~. >. people have more expertise in a given area than others. - 


. How can a technical advisor help you? 


Well, he can save you endless hours of research, for one 
_. thing. He can. catch slips which otherwise would make you 
look like a fool and maybe cost you future assignments. 
_ He can brief you on specialized terms, help you brighten 
narration or dialogue with "insider" touches. °° 2 


10. Who has the power, the muscle, the final say? 


Whether your client bea business, an industry, “hie 
_ governmental unit, an association or what. have you, | 
_. know in advance that .a pecking order exists within it. 


_ Along this line, it should be mentioned that at all 

_ Stages of any script work, it is highly desirable, 
indeed essential, to get. approval signatures from the 
Client; and to make it clear in your letter of agreement 
(or procedural policy) that later deviations from such 
approved handling will result in increased production - 
COStesi See eg fe SY ela oe = | 


| And so, at long last, this first phase of your thinking is 
done; your questions answered, your concepts organized. It is... 


time to put your proposal down on paper. 


~ At this point, just in case you ‘do not have another model, 
_ a format may prove useful - not the only possible format, you | 
understand, nor even necessarily the best. Indeed, many presen- 


tations will be mich more elaborate. But a handling such as this | 


one is acceptable in most situations. ‘3 


“sedee CON't. page.seven.s. 


= OR 


ny 


“+++ Page Seven .... 


Among items often (hut not : always) included, are: 


| Heading: aenGation of your presentation as a. ie Pipes 


pe Ose ae SAREE), sO. Rape lots 


Content outline: purpose of the programme, jaudience, 
_ Summary: of key: data to be included. he ae: 


| "Specifications: length, col CuEL, “Elim: inserts, anima bs 


tion, or pa oe special effects GE any). 


Shooting schedule: where and when the programe Will 
be shot. | | 


Production schedule: any ad all deadlines, ‘up to 7 


and including sega oa. dat e for the finished 
5 PROR Fane | : 


Cees details. as S required. 


“THE ‘TREATMENT 


sh. The foregoing are “the: elaients: that must be considéved widn 2" 
_ elaborating your proposal outline into a treatment. If they are 
not considered for the proposal outline they will be FaTgotten | 

and will never get into the treatment, which is the next step — 

Getler the proposal .< outline has been completed and approves | 


A treatment is a ‘semi- <Ajcmatized, present- tense oxeliminary” © 


ae _ structuring of a screenplay or production script. Actually, the oeeyid ae 

treatment is nothing more than a long short story. Its length = 
: _ may vary from two pages to as many as one hundred pages. iia mist: sone dees 
contain only certain elements of dialogue - not all the dialogue 000s 
- extensively treated, but just. the dramatic highspots,. enough to 
carry the story forward and to suggest the Stig: in which | all 


the dialogue will be handled. 


Quite Gren: screenplay writers Gneqade. dae tisas ry some. 


ae the master shots, Or Fon dissolves: one. Pade. But these are Pos 
oa essential. | 


Pegi Con Te Paes PARE -s- 


Ls. page eight i... 


el 


FY 
| Braming the Treatment 
How do “you frame up a treatment? 
The’ answer, of course, is: any. way - seek works. But Sar 
‘learning's sake, tet us take a logical, Five ra: aie 
eal block. in cys background of the action. | 
: 2. You establish story elements. a 2, 
. You. focus your opening. sak 
_° You plan your peaks. 
| 5. You resolve your issues. | 
| ‘First ‘step coming up! Py Be 
ee You block in the background of ‘he action. 
| — story, every” production, is. rooted. in the past, if 
vonty because the people EAAIE, in nal event. are amex) 
“nhs, a  eaatee Plashelse @ man as ‘But * ina a very real. 
“sense, that is the end of the event, not. the beginning. Know- 
ledge of why one particular individual wielded the blade on 
another is vital to any real MEROESTATANE of the : Vent. 
Your programme is ona woman andere her for ily. But 
that is only the tip of the iceberg. Data on the states of 
affairs and states eae Wet led un to it are essential | 
to true ALS 5. pe Nee ict we 
7 - The new dginapaeat ihGey is ; important tue the reasons | 
 . for: it are even more » essential to its ‘snooth inplenentation.. 
A this constitutes background of the action: _ the roots | 
pone WHE the — story SPRIngs « , te ‘., 
Neediess to say, this ‘kind of tae kereicainne can go on | 
eoitientr. Also, it can be run into the ground. But without 
:. at least a little .of it, plot pits will open in your. pres 
don ave you Like crevasses in a a glacier. 


7. 
i Wes 
: iis 


wo £3,,60n “t page nine sess ca 


. page nine .... 


(2 You establish “gtary elements. 


To establish, ‘televisually, is to make some giemert or 


s “aspect of: the programme in some way recognizable and identi- © moe 
. fiable in the audience's eyes. Thus, you have an establishing 


or re-establishing shot, which relates People or gb ects to a 
= background, to each other, or both. . picane 


eo Sagas ee ot ee ‘the story treatment, “thes issues are : SoneWhat different: pe 
Here, the question. is, where and how do you bring in various 


- story, elements. - characters, situations, settings, and” SO. on. 


eae ‘You focus your opening. 


“Getting a ae off to a 2 good start involves ES hook. 


re ‘You start. any: programme with an attempt to capture viewer ros 
. interest. You do this by fading in on some incident or action © 


_ which, you hope, will arouse sufficient curiosity or other sepeneg ee Pe 


feeling in the audience to re. them into involvement with h your 
acre! as it develops. : sar See Se | 


"One warning: ‘Do not overkill. 


oe. ‘Do not imdld a hao: SO Sones ‘sO “hard: shitting, | SO. os 
lattehtion- compelling and emotion- evoking that the rest ‘of your 


. story cannot live up to it and so comes as anticlimax. And yes, oe 
_ this can and does happen rete occasion, and you cannot afford = = 
nay it. So. . hook ‘your viewers y puR 6° A Le at Least a es ea, 


| Aish “You | plan your ped 


Se tt! is essential. ‘that, “an Sranine,. you Sabeiae vielen: 
> -aneddents and events are going to be the big, important, 


decisive ones. Then, having decided, space them out, so. ‘chat 


- your viewers have an opportunity to ‘recover ‘from one before” 
aoe overwhelm them with the: next.. etek | . 


e gi. You. resolve your issues. 


“Ysa ‘have - now ‘ded your viewer to the: moment ae ee For 


: ae now is the time to reinforce, repeat and review athe actions 


a patterns that. E you want - him to initiate. 


VO ocean" t page sten. co. 
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i” THE [STORYBOARD Saas » 
; A. wseean eee’ in | scripting wither face : or. : produc: -: 
tions is the device known in the trade as a storyboard. It. 


consists of a series of small. sketches of ‘proposed camera action, 
-thumbtacked to a corkboard or other background in sequence so. 


nies g that. the picture's line of development is presented in visual — 


terms. Ordinarily descriptive comment, narration, or dialogue | 
accompanies | each sketch. The finished product is “much like..a 


comic: strip, with individual panels presenting the production's _ 


pot eee al in } such fashion ARSE Bey ene aL > Ponce Ties RY under-— 


oo stand. 


a ‘Why bother with working up : a , storyboard? There are three. 
good reasons, cel ses | | jn choos SRS 


Resa One: is ais difficulty. face: -prodietion stants and . 


oo feature-film producers: sometimes have in visualizing action. 


from words. A storyboard lays this to rest by letting said. 
client. or: PRORURES,: Sée ‘the ‘story. as at Bete TOPS: 


Hs  Renseiy Two is. Hic: Wee the storyboard ‘bide: ‘a writer to 

-. nail down precisely the effect he wants, making his point with 
pictures. instead of. recbedmins vaay to translate complex ao 

apEeS into periiages. ai | a 


Rendon Three is. that even the most talented of budding 


writers - indeed, writers far from inexperienced, upon occasion -. 


sometimes have ‘difficulty knowing whether or not a given sequence 


_. will translate well from script to screen. The storyboard offers. 


an excellent way to find out, by forcing the writer to. show 
rather than talk about precisely what he means. Or, to put it in 


-. other terms, it is a | Slee “class jmephod. to train | yourself tO. 


: een pectoral lye. 


sts, _ Storyboard art. ranges Exe the ‘Youghest MY: pas stieic. 
figures. to semi-polished work.. Though most boards feature 
Sketches, some utilize snapshots, clips of pictures from maga- 
_.Zines, and assorted other approaches. So do not. let the fact 

_ that you are not an artist stop you. Indeed, learning to sketch 
Sel enough ed pone akin Pup peSe> need not Leis: too traumatic. 


'o-eee Con't page eleven .... 


Be a "How to break down ; action. 


sé, Page eleven: .... 


“Deeg: has: mean’ you. ‘stout always ‘Storybourd your scripts? ie 


-. On the contrary. While a. storyboard can be an exceedingly help- 
_. ful aid upon occasion, it also represents an extra, and extremely are 
- time-consuming, step in the scripting process. Employ it, 2 weakest 
_ therefore, only when a client demands it, or when you see definite _ 
benefits accruing from as, for example, in working toe or Revenge: oe 
Se ier some, bothersome’ point. he | her, efi een 


THE SHOOTING SCRIPT 


A shooting script. is : the detailed plan: for. a ce 


- production. Sometimes called a "shot list'', it consists of a fod See 

_. description of each shot to be incorporated into the finished = 

tape. In effect an instruction sheet for technical people and ss 

-. talent, it tells the actors what to say and do; the crew what 
—.... to take pictures of. In major measure, it. determines what eS FS ian, 

Se cemrone: will see when they view he finished programme . ita 


2 Because these: things. are so, “the ‘Shooting: script ahouta Eo. 
Sei tat all costs avoid (a) pictures which confuse the audience, Me eh hada: 
| noes (by instructions Which confuse cast and/or crew. Boies 


: “To this end, you 1d to teavie ow to bresk down: Soe 
he to describe shots, and how 1 to set oD. a Shite 7 Serpe SDS Sata, 
es the proper. format. | is Sees 3 hos 


‘The trick here is to per in ‘the habit of projecting ‘the ee 


end shed programme in your head as your write it. Visualize = = 
each scene in careful detail as it geyelepes. We atch the: flow era. 
aaah action in your imagination. | nee : 


Simultaneously, break ‘agin er action into cahots’ 
single runs of the camera. Keep asking yourself , ee do: A. 


need to nave the audience: look at next i" oe 


Your: primary guideline 3 in answering this. eesti on is ‘oe 


. eae the point you are trying to make in the peg ten 
EO iis once ‘the: subassertion it is designed to PLOWS s 


"What do you nised to haces the audience ook: at gent ik 


ere closeup that will call some crucial detail to their — 
attention? An establishing or re-establishing shot, far snotpht” Pee 

‘back to orient them to the broader. action? A reaction ents to ee 
scoReRe. eae their attitudes? Cpe aN S| BEG Wie te: er wWeheae eet 


eer . page twelve ces gg 
es oo so E | os, 


| And AS eac “ie issuerwill = the subassertion him are. 
| Sxyang to back with. visual proof. -_ | 


“Break the “question down, if need nae Consider such matters 


= What point am 1 trying to make + Ek. this. shot? 
a How does ‘said shot tie in or relate to. the point C; an 
- trying to make at “THE ESQHERSE - in EE prograkiie as a nf 
Whole? | | : 


= What should he action ‘be, an order to make the point sh 
most convincingly? , | oe 


2 is T Eovpettine say Ching, Jeaving something out that 
era! to be: included? . 


fgiiien. a ‘guile: The” afisver, in one fond, is eens 
'  ~pertinence ... logical fittingness, appl Licability, relevance. 
Every shot should. DE ser ete to Sonatas the effect you 
ee, SEEK. . , 
-Pertinence : ds of two — 


28 Visual pertinence ...-shots that sustain the flow of action 
. OF SP PES SON. ae en ee e Ma 


| "Emotional pertinence sa Shots which create the audience 
reaction you Seek cet ee 1 ae a ef oe a, 


2. How to describe A shot. 


| For clarity' S sake, let us work from a sample, checking it 
against eight POLEES! : 


FADE 1m: —O 


EXT. - CH IRCH - a 


fo=- dg 2: aes church 
- (ad) , 


from Jardin 


- - SOUND: Church bells ringing. 


A group 
of TOURISTS Straggle 


~ out the main door 


-.. con't page thirteen .... 


oe aes e page thirteen 02.050 


Now, 0 our checklist: 


Ee fay! “How do. you get_into the: shot? 


eae ate ight ‘That ; is. does the shot come onto “thes screen bay Taki ans of. sae ae aE alls 
-. FADE (the screen black at first ... then the picture’ erpeer nes. | 


brighter and brighter) ... a DISSOLVE (one picture gradually — 


_. fading out while another fades in) ... a WIPE (one picture | wf 
- pushing another off the screen in any one of a wide variety Oi. 
ty ways». from Semaignt vertical or horizontal to explosion) . 


ee one shot follews dnathier instantaneously,” with no 


- transition device specified, a CUT - the end of one scene or nara 

_ shot simply butted to the next - is taken for granted. Ordinatity - 
tenes 9 ae, be? MOL mentioned in the Scripts. unless oe used for shock ar 
irae a 3 es ie | ~ | 


- In our + ekample; we. e FADE 1 ( cau caps note) because every 


rockaee eeripe SO begins. 


“@) “What_is the setting? oS as 


Three items are included here: “AN go on one “Line of the me 


_ script, all are typed all caps, and all always go in the same “ ans 
order. They are omitted if no change. in Sos ants from the ~ Be 
es, shot has taken places. ee | | "abe 


The three items, all essential information for the crew, 


are: 


ay Jaterior nr. ) or ‘exterior er. y 


pee (2) Place (MACHINE SHOP, BEDROOM, “CHURCH, "STREET, 


~ RIVER BANK, etc.). 
ao) ‘Time apes or (NIGHT). 


(©) What_ is the numerical x desist” 


; “Shots are cuembered in sequence | froma script! S bepitihihy: See ets 

its end. In production, before the action of a given shot Starts, 

the shot itself is sometimes "slated". That is, its mumber and 2. 

other identifying data is chalked on a slate and shot. This en- deer ahs 
ables the director to avoid confusing the editor when he SHOOTS gs 

-. out of sequence, as he almost snipes ao Dageng te at one point or ms 

= Snother. gene, about Pees: this. iggics Je: 3 ; , 


4... con't page fourteen ... 


“cee page fourteen’.... 


@t What is the image : size ‘ead sub ject? 


, Both size and: subject mist. be included. There * is no: such . 
thing as a "medium as or whatever ; in and of itself. More | 
| of that later too. E | 


—(e). What is the camera position? 


tp tmseeree =| 


“This: is the ied of thing | you dent Te. ens if a dibeleatare 


 -. position: is essential. to the point to be made - "high angle", 


_ “low angie", "shooting from the bank window'', etc. Fool around — 
-. ‘with this too much or try to get fancy, and the director will . 


ee both hate you and Agnere. your | instructions. 


, GY, What Sector’ is seen? ri 


What, Lf ae ‘happens? Does an actor nye? Bées a 


, ~ machine function? And remember, the closeup of a knife on a> 


table may be vital and ne Sees, yet, involve 1 no. action/ 
‘movement. | | < 


(8) “What What_sound is heard? 

‘The ‘thing to bear: in mind — is that ee et 
effects (motors roaring, hooves pounding, bells ringing) and 
music (which may or may not be designated according to type - | 
BACKGROUND- PASTORAL, MYSTERIOSO, FANFARE, GH SO ROUNE INDUSTRIAL , 
etc.) as well as narration and dialogue. 4 


Any Suan element you specify should be labelled, ALL CAPS, 
each time there is a change, as from narrator to actor, actor to 
actor, sound effects to music, music. to narrator/actor, ete... 


—) How do you. set. out of the shot? 


| The issue howe 1s } precisely as in iten. (a). above.- Sine no 
‘ tetialical Street is MERE LOAEG we assume that the shot closes 
wee a cut. | | 


So much for es you desGothe a Bet Beyond this, however, 
in item (d) above, we made mention of image size. This is such 
- an important, and potentially SOEUR AOEY. subject as to be worth _ 
Tee cetatlen treatment. : | 


... con't page fifteen .... 


.... page fifteen .... 


_ Image Size Desi BAtION 20 ! 


. Hoi large should a given acee rite action appear | on ‘the: 
: = Sereen, at a given time, and how do you label it in your script. so 
that it will come | out within. BEN SHOr: of the way os want Lees 


Your three basic’ image. sizes are ‘tong. shot, ‘eatin shot dna" 


stan More often than not, scripts abbreviate these to L8,: eee 


.and CU, or to such variations as ELS (extreme long shot), MLS > oes 
(medium long PHee)s MCU Anode clans) 5 one Sncaeie clos Sep), 
and SO on. aie | , a bat 


i In essence, seach es of shot ree its special: Ponetion, You 
do not use it just as a matter of mas but eae 7M have ae 


Oe eas Job which needs doing. 


‘Thus, a long: shot. is. an: orientation’ eee an “establishing - 


Be ee It relates a particular object and/or action to its sur- "A foal Lae 
-roundings, its background. In consequence, there is no such thing | 


asa "long shot", per se, only "LS, Susie. Wearily, head See 


ae hat ‘pulled about her face, she plods MP. the walk". 


Ae ined dum shot. isa “subject ‘Shot 1... the ehacoe: indice action 
in and of itself, with a minimm of distracting background. "MS, 


Susie... She reaches the porch steps", probably will include aie oe 
head to toe, but very little else save ss enolen ¢ of the BEEPS oe Sh 


to mak them identifiable. 


a Closeup is an emphasis shots one witch calls attention to. 


eee the specific detail of the subject which makes the factual or 7 dae Tie 
emotional point you seek. Thus, in our imaginary sequence, we. 


might: very well follow the two shots above with '"'CU, Susie's. heads ate 


- She raises it full face to camera. Her right eye is Blackened. ber ese 


: cheek scraped and bruised. ‘Tears stream Gown her £ace"’,,. 


| ‘And there you have it. No matter what. Story you ee to. ‘tell, 
what information you want to convey, you forever work with LS, MS, 


hs and their variations, even though for effect you choose: to com- sae 
| Lone them in all sorts of outlandish SEQUEREES - : | Pe 


7  Rehienber however, that: ‘too great. a jump (from ECU to. ELS, ee 
St get ay quite possibly may confuse your viewers; that too many _ 


closeups in a row may disorient your audience: frequent re> 


establishment of characters or whatever in relationship to cee 


ground is a must; and that your inspired dream of a shot that ZOOMS 


--in on Earth from outer space to a closeup of a gnat's eyebrow may 


et necessity have to be area: a LEE in view PS technical Limita- 


tions. 


see. Con't page sixteen .... 


wdieg page sixteen .. 


ted. yes, . ieee are ee terms in.use, ‘gimost: unto. infinity: 
A "full shot" takes in a person, head to toe; a "knee" or “three- 
: sed shot" chops him off at the knees; a “waist” or "mid shot" 
at the waist’ and. so on. A-'“"close shot'' is a sloppy designation 
which indicates only that the camera is near the subject! But do. 
» not worry about such; you: will paeN eS the terms you really need 
as hea go sii i : | 


‘Shooting Script Format. 


The industrial or educa tarint re — ordinarily 
utilizes a two-colum format, as per the sample attached. Shot > 
descriptions are in the left- hand colum. Sound (a term which | 

here includes dialogue, narration, eae and effects, remember) 
is on the ‘right. . ) 


Set. aa-with = your paper' Ss left eive we zero in your. typewriter. 
. Assuming your machine has pica type (and the industry says it should > 
evel the following. horizontal ening will PEGA, be pbseres: 


* ‘’ shot ‘bers oe 
15 - shot descriptions - 40 
(30 - transitions .. . 

_45-- soun? descriptions | - 70 
7a =. “page numbers 


Vertical spacing: 
Page number - two spaces below the top of the page 
First line | * four spaces below page number 


Setting, shot descriptions ~ four spaces below péeceding 
copy 


Transitions - two spaces below preceding copy 


Note that while directions, speeches, etc., are single spaced 
in the master scene script, the tendency in most shooting Scripts | 
is to “deuiLe space both shot descriptions and speeches. This will 
vary from production unit to production unit, OE: so it is 
always wise to try to check a i: 


‘eae « COn't ‘page -seventeen ‘+... 


i haegs “ERRS, SANERECRR aks. 7: 


eee ‘Where capitalization : is ; concerned, ‘the following should be 
_ typed ALL eee a ae Si ste ee oe 7 a 

: ae Character names ‘(often ¢ on. | first ‘appearance only) 

see Setting.) = es 

oe Image: size + 
 - Camera movement | 

Baie Transitions. ae 


- Sudgi in; ‘Screen Tine 7 


- Few topics generate more debate’: among begismers the the: | 
- questions of the ration of script time to screen time. That iss 
_ how many pages of script does it take for how many minutes of 


ee running time? ated 


It is ordinarily: aoneeeared ‘thak! two pages “of a ‘two- column = 


oe weno script. ayennEce: out TO a minute of ‘screen time. 


| Is this true? Well that all depends. Here are ten factors: ea. 
et os in mind when Judging Shmning att | pangs Bir ah a eens 


ok Number a locales. 


a Every time you change to a new setting . you Page to establish” 
it in your viewers' eyes. Establishing bee time. So, the: more 


_ changes of Setting; the 1 more screen ‘time will drain away. 


ey nae ‘Subject. 


“WW Shot must be held on the: screen tone” enough’ to convey mee ae 


essential information about it to the audience visually. onvey the 


less time will be needed if the subject 3 is a iy ke monument aed pee 
at it is a complex piece of ee oe } - | 


oe ‘ “Action oe: the subject. 


Visualization has already bien anefitéone a: “How about the classic 


.. gag showing the Indians riding over the hill? In general, simple ac-.. 


sce tion will be. more easily understood than complex ang: Wild | take less SS 
Bp Pirsig es time. | ij ee ee eee, Sits | Pit 


cS eese Com*t page eighteen ver. (05 


ees. Page eighteen .... 


; 4. Distance. 


A long shot ies more ‘time ‘to ‘grasp chet does a Setar: ‘Why? 
Because Viewer may have to scratch around and search the long shot 
for seconds before he can decide the point being made, whereas a 
_ screen-filling ah ted of Chief —— Bear makes its impact 
i snBLAne yy: | : 


as remnont: ion. 


‘The shorter the shot, the simpler the Lae is going to. 


-have to be. Long S-curves in the D. W. Griffith tradition, paloerps 


be within PaLEeEnS ae a the Se a take time to SANDER 


66. Colour. 


| Footage in ‘colour takes longer to underst tand than footage in 
black and white. This has actually been experienced the hard way 
via a shot of a herd of Black Angus cattle grazing on lush green | 
-. pasture land. Given enough distance to show the cattle as a herd 
(see point 4 above), they and the green grass so blended that the 
footage was virtually useless. In the black and white workprint 
(this was a colour film). by contrast, there was no trouble at all 
separating them. 


fo Size of screen. 


The "normal" film frame nna an aspect ratio (8i5 of width. 


-. to height) of four to three. The various "wide screen" gambits 


change this ratio - Cinemascope, for example, offers a ratio of 


five to two. 


The normal screen allows for faster cutting, simply because 
the audience does not have to scan so large a span of each shot's 
point, the thing it is emphasizing. Result: A film designed for 
wide screen will actually include. fewer shots than one shot in | 
| the normal aspect ratio. 


“Thier sien is even worse, of course, in the way, it not only 
trims edges but, because of small screen $1ze, virtuaily eliminates 
anything meaningful where shots at any distance are concerned. — 


8. Depth. 


It is easier a quicker for viewers to grasp teak is going 
on if the action takes place on a virtually two-dimensional plane. 
The greater the effect of depth, that is three se ro in a 
shot, the cage ak the cuts must be. ! 


.... con't page nineteen .... 


Bate Carieira movement . 


“Pans, titts: zooms, “dolly sibeee ind’ ie ee tend: to ESE? 


ee . eanebe | and to slow, editing. Consider, for example, the shot _ ete e 

in which Our Hero makes a crucial announcement. Camera pans gO ath Ey. 

Heroine so we can see her reaction. ‘Fine,. but less time and. ae 
Jee ote would be aed, if we merely cut to Buy shocked face. 


Which 1s not to. say camera. movement “showld never be used, Wee ioe i 


of course; merely that it does have negative aspects which 


should be Weighed against. possible advantages. 


ak ‘Context. 


“Closely related to point i‘ Abeer is hs “fact: tdiat’ if your a | 


audience has already seen given settings, people, equipment, or 


Ales have you,. they ett. catch it faster r in succeeding scenes. 


OC Renvine this in mind, you as writer. can use ‘such Panigiar ele 


oe taterial to epee up the editing pace: and thus | reduce footage 
ay uae screen. time. 3 kOe ree Merah axe See a a ok oe 


On ‘the dither ands you pee not C Beepat ae vebline: ton 


ae che of the aaa creates yA Cevas tet ae and, deadly, sens¢ 
res, oe cape as . soe ee ns 


"Shooting ¢ out of ‘Sequence 


sf “While the studio still preety an Eee Be in ee. eee eats 
7 ao industrial and educational television, the new-found freedom 

- provided by the portable equipment for on-location production has 
- opened the door to more dynamic use of television's visual capa- ates 
.. bilities. But. along with this freedom has come the Rea oom to. Pee 

oy Dias and produce in a different style. can : 


Fee ‘exits: sien: shacting Film style | in the field, ie. 


pepe and lighting equipment must be re-set for each new camera ~ 

- cangle. Setup changes can take anywhere from ten minutes to an. 

hour: or more , depe ding on the circumstances. The only certain =... 
way to minimize this time is to reduce the total number of Setup seo Gy ch. 
. Changes at each major location. To do this, all shots to be made 
- from the same camera angle should be. recorded together while the > 

-.. camera and lighting for that angle, are. in L Poston ‘This: pO 

ser aS eer out. of Sequence RCE ey pak Mate oP ade get oe 


“, wep Page twenty... .. ¢ 


Jo avoid missing shots and havirig to repeat camera and 
lighting setups, pre-production planning and organization become 
even more critical. Here is one planning strategy that will dras- 
tically reduce the time lost on location because of unnecessary 
setups by allowing shooting totally out of sequence without fear 
of that one "forgotten" shot. | 


“1. Write a brief description of each visual and enter it 
in the left- hand column of the zine Ssoripty: 


. 2. Number each Shae/soene: grouping visuais into sequences. 
_.. wherever ‘pease 


F a Prepare an. overhead eke poh wee ali ¥itel elements 
| in ‘the script. | | 7 | a 


34. SBlect the best. camera positions foe. the visual senente 
~ “jn the script. 


‘te, Select the most appropriate camera position for each 
shot/sequence and write its number near the selected 
camera sae ral | | 


 6.° Cut up. a copy of ihe. script. ecwontiik to the aa oa S 
shots, tape each script segment ta a separte index 
card, and group the cards according to camer a position. 


7. When shooting, record all the shots in fhe card stack 
for each camera position SPSHOE EVE | 


8. Keep ak acon log of each shot recorded. 


Even the most careful pre-planning may not be totally 
successful. You may, for example, find that location cor:.tions 
make one of your planned camera positions unusable. The iog will 
reflect such changes in the original organization of the produc- 
tion and will make it possible for the tape editor to find the 
‘sequences genie WEbaoUs WaLCKIng all the shots that did not 
work as anticipated. 


| This is the only way of siemnivie and organizing your field 

production before you set foot on location, and it works smoothly 
and well. Whatever method you use should identify all of the 
planned shots in all of the locations by camera setup. Taking the 
extra time to plan carefully first will make the in-field taping 
more effecient, less expensive, and far less time-consuming than 
in-sequence shooting. And by using this method, you can be sure | 
that you got it all the first time, no  eUSEEY in-field retakes 
because of that -Sorgatten:’ shot. 


“BOOKS. ARIELD | 


| Shooting Seript) ee 


peers ais : 
Bm GHURGH 2 DAY PC eda ate e te sien Boe 
toca teas A prop 2 pagiwi cm hers ae 


or TOURISTS straggle ee ae 


a out the main door. 


MS, “church's main door, | 
Last. of the | tourist group: 7 
os ED CRAWFORD (40's, good- 
pee non- wi 
eo tdinedy's | He ‘pauses on ‘thes 


threshold. 
3, mh ents Rents 
this y way and that. sstarts 5" 


“forward. 


“4 TAIL-A AWAY SHOT, ‘Ed. He  souND: 


: SoS muste 


‘Bells down. 


- plods ‘towards the Jardin. Tone to. 


ih and up. 


a 


| - EXT. = JARDIN - “DAY 


5- 


Mixed shots, ‘Jardin, Fin, = 


a church angle--men and 


women of, all ages ‘reading t, 3 


"papers or. chatting. girls 
and boys ‘flirting. skids 


| playing a around. bandstand, 


* ete. 


” RE 


MLS, Ed. ‘He enters: s Jardin, ots 


—— (in Jardin and a 


| slightly | to Mojica side) 


PANS: to hold him center 


, frame. He turns cin’ the 


: ‘direction of Colibri. | 


‘, : 12 


MA to MCU, Ed. | Camera is” 


ins front and slightly to 


one side of him now. He > 


~ plods towards Colibri. 


er: 


Oy Ed's. face, He frowns. 


ig a slightly ane sighs. 


ft, aye 


or) MCU, Ea. - Camera is at e 
Jardin comer, “across =o 

| sree fron ott aly 
still: frowning, Ed 

‘pauses. glances up at oe ie 


Colibri s sign. 


45 Ms- MS, ‘Colibri sign ‘a's 


7 Camera ZOOMS- in to Bas ees | 


ere OM MCU- cu of sign. 


| eee by 3 interest. gna 


starts” forward. 


17 MS, Colibri entrance, 


doorway. LUPE (ses eater Se 


| include Ed or over his 


ont INT. ae COLIB RI - “DAY 


eee store inte erior, ooo le ee ge ak 


to pledse, Metican). eafils ‘ 


back to camera on ‘ladder, 


7 anging up picture frams: 


or the Like. MARS (40s, 


volatile, American), 


smoking cigarette, ‘works _ 


on book display wall, 


19 


inside store, to favor Ed 


as he pauses. at. threshold, 


MS, Colibri doorway from : 


‘glancing about. 


., 


still hasn't noticed him. 


ey. 


MS, Lupe (Ed's POV). She 


MS, Marj (Ed's POV). 


“doesn't see: him either’... *. 


nee 


MCU, Ed. Looking a bit | 


helpless, he advances a | 


step or two...speaks, . 


MUS 


ED: 


IC: 


“ 


a me 


©—-2SMS, store interior, to 
e favor Lupe and Rd. : She ib be 
“tums...sees him. JTooks fon ash ongecly teria 
e : _ slightly nonplussed. an : ‘i ‘ PE (GETTING DOWN FROM HER PERI) 
7 | : i es a fe: ; Oh... slo ‘siento: ee te 
MS to MCU, BB eal «em sorry, May fr: help y you? 
aed me : Ep wry GRIN) a guess I just can't 
take any more ‘churches. “What have es 


you got. “eG -réad? 


u LUPE (LAUGH / AND ‘SMALL HELPLESS 
: GESTURE) = Well. | 


MART ©. S. , INCREDULOUSLY) : What a 


a have we got ‘to read--? ‘esigina 


25 MS three- shot, ‘to favor ase 
e Ea. He’ S S obviously 
fee startled. Marj now. eee ees 


Meares hin 


_* 26 MCU > Neer}: (a's POV). : 
Spoke curls about her, = oy Fs “eb, 3 | Ses 
a fe . = ed ~ ot ee vty +p | * --Man, ‘are you crazy? (GESTURING 
: gt ge ae wed 10 SHELVE S, RACKS) I in , here you 


"Fenda dh Bag it wie 


: ey 


ee 


TITLE 
SUBJECT AREAS 8 i A Se tee oc “PRODUCER 


- COLOUR © Pee, aes aS B/W : 


WRITER 


; iintcarareire he ARORA IE ES 


Cet 


i —j 


a 


ageneion ‘show can ‘be a eoted. NogE- the- “eufe"y devising 


daily talk show, for example, the treatment may be mostly repeti- 
tious, and the crew very familiar with the formula. But a "one-of" 
$b noone needs plamciags unless its: format: fits an ueienentary ads 


nes can or into chaos. 


In fete ieion aie ‘gudiencé:- 1s opeponted. with audio- visual 
stimuli. If the show has a rational development and is coherent, 


or ill-chosen stimuli, produce haphazard, ambiguous , puzzling | 


contributors, ‘their individual efforts have to be co-ordinated. ets, 
— (It is all too easy to have a guest in a discussion speak when eth 
- the cameras have shots elsewhere.) Without co-ordination, ‘epera- 
tional faults arise, shots go astray, sound and pictures are — 
_ distractingly bad, items fail to. arrive or do not. work. Organize ~~ 
your presentation so that everyone knows what is expected of him, aes 
-.. and when. Overplanning can provide a Aiea ae “soulless product . 
However, few HONS: are Coe pelea pee Fae EY Sree 


: te eee a ee “Planning is not ae a eiactital necessity, it dascipiines aye ee 
Dh ee ee te eh oethe director. to think out exactly how he is going to present his ee 
_ subject. At the least, he must arrange an outline showing the = 
sets, action areas, principal positions of cameras and sound booms , 


: Ae earns 
EVEN in an ‘ciasestitably’ inioreirstl Shioies cihere should: be a 
} ee The format should be explained to. the crew. This procedure can be. 
_- rehearsed on camera using stand-ins, if. possible, with the crew. 
noting the rehearsed version on “blank scripts/shot lists". Even 


-.. this tentative approach is Preferable. to an eee to "make it eee 
— on the wer ces Backs PRR ee aes Sa en 


Vee con't page two 2... 


he. shots spontaneously without detailed planning. In a-recurrent: : 


‘Aimiredioeabiliny: should not. be “regarded « as an | adventure. Boe 


as will react. to these along reasonably j:redictable lines. Random Rs 


~ results and, because television is the work of a group of separate 


floor graphics, and list associated ees eer facilities (Glides, a 


| pene a idea of its nature and flow pattern, and. a basic treatment. eae 


Page tWO,s ce 


he The Planning | Process. 
- sa ladon igs bial 


r ea universal problem- solving circuit hin us ‘to see iter | 
coherently. about. planning procedures, Whenever we have a senitiat. 


_” we must relate any potential solution to our assets, or the result. . 
- will be unsuccessful. (Note how the circuit works clockwise and 


~ anti- clockwise.) There a5. often no correct solution, ony a 
ar for our needs . 3 | Ped 5 | 


é Bee productions SE any. , dpeampi eBags a “tathinieal: plcisiegh’ , 
meatier well in advance of the studio date is essential. At this 


| . . meeting, the specialists responsible for the various visual and. 


~ audio aspects. of the.show listen to the director giving details 


~~ of his presentation ideas. They, in turn, offer their individual 


_ expertize,. evaluate and extend his ideas, anticipate problems, 
_ etc. and uipseqpent ly organize" their own ‘contribution 1 to BES. 


treatment. 


| phan 3 2d organizing processes vary” ecm one esenia,- 
| ment. to the other..In a-small studio, everyone combines forces - 


' to build the ‘show, and job- demarcations are vague. At.a larger 


_ .studio centre, interdepartmental and union relationships oo a : came 
> usually clear- cut, and a considerable amount of documentation .. et aN 
is necessary for the wheels to turn. Whatever the system, the. Ps ey mem “ty ote, oot 
» people who are going to provide the various facilities and | 
SRA still have to discuss their TESpeLn Ny | ideas. 


Gowavee Sap ace a qarcenee can not hope. to knGwithe 
answers to the thousand and one aspects that arise when divising ~ 
a television show. That is why he has, or seeks, expert advice 

_. from specialists. The director consults his aides on how to ob- 

_ tain a convincing illusion, how to save money and time, how a. 
Lge can be modified. ; to cons a better variety of: shots andy. <7: 
Soon. . Sp ee y 3 ict Ae 

‘In practical terms, “planning usually prompts the questions: 
“Ga = What are we trying to achieve? 
_— (b). How can we accomplish this? . 
“te ML that method work? © 

a (@) ‘Are there any potential problems? | 

(ce) How do we overcome these? — | | 

(£)... Was the idea a good one in the first place? 


. 5s) ‘The more we ‘can. anticipate and rationalize at - the planning on vg : aa 
SEABP the better. | oo ete p eg < | 


& 
? 


aves corte page three .... 


Developing dire Production Treatment 


© The successful television, Wiranaae is above ally Spawt etic, 


_ In deciding on a particular production approach, he. needs. to keep | 
an. mind a number of factors” ‘that may: not pe immediately obvious. 


hea hae Kinds: of eelevision. productions Adie established — 


- formats (e.g, quiz games). An audience may welcome. a. 
_.. fresh unconventional presentation, but is equally Eas 
Bod to find it uncomfortably. strange and unfamiliar. 


(b) -Audienée % attention SOOn WaneEE. Teeneesyhty with 3 a 
Simple and undynamic subject that has limited visual. 


appeal. But you must resist the temptation ac 0 Ray se A it tee 


up'' with ingenious shots or visual effects. Clearly ,=: 

this is a matter of taste. A solitary operatic tenor, 
_ pop singer, poet, all provide petty: static Sub= 
Jn jects Memeo ring different treatment. ta oe 


veg Where ‘a. show is. “fast- -moving, or has’ Siosbiy reasoned ~ 
argument or the viewer is required to concentrate on — 
- certain points, use iene controlled shots, restricted | 


erase ‘coverage and. duration. 


re keys The belevision experience of Sertonners: sna contributors | 


to the production must always be considered. Will they — 
have to remember their lines (or points) accurately? Do ee 


they” need prompters? Is it a discussion guided bY Aya" 


_ presenter? Have they precise action or business, moves, 
timing, that must be repeatable...or can we. simplify | 

these complications? How experienced and ares pene 1s. 
the oe STONE Sort Salts OS Bae 


— @) Always relate the scope and Limitations “of equipment ‘to ee 


the quantity and type available. Do net envisage treat- 
ment that needs a camera crane, if you have only pedestal 
. mountings!. Budget, manpower , ‘time, studio space, -regula- . 

tions (from union rules to fire prevention) , and similar — 


hard £ facts of afte must BAWaye: be considered. 


| ~-(e) For many 7 product oa, DEEDS sinpie airece staging is” all 


that is necessary. Fussy, complicated scenic treatment — 


| pat may actually. distract attention from the subject. LT too 


: basic, though, the. effect can look sparse, cheap, amateur 

-and unenterprising, particularly ina long shot. Le eee 2 es 
elaborately staged, the viewer may take a greater interest 
are: the surroundings than the subject! ‘The setting should — 
give the proper "weight" to the Prodackitt, a crate a a 


Sense ¢ of occasion, serious. or comic. 


Syoveon't page four... 


ee. page four aa 


"PRODUCTION PAPERWORK. 


Most creative — hate paperwork, [t is timeconsuming 
to prepare. We doubt its accuracy after changes have been. intro- 
2. duced, at can ‘be confining and caer to freedom. of thought. 


In reality, paperwork is an unavoidable link in providing 

dependable, complete facilities and operation and in ensuring | 
coherent, unified teamwork. The larger the organization, the 

greater the need. Production paperwork takes so many forms (no 

. pun intended!)~ ranging from contracts, requisitions, permits, 

- expenses, etc., to that directly guiding the studio team. Each  - 
. specialist job has its spurious associated documents, to arrange 


_ facilities, materials, labour, transportation. Certain types of 


~. production papers are. univers al to all oe Lev eoaa studte, 
ys OREANLARELONS hee fa #2 . | | 


The bottected draft Feared gives the deaary ine/synopeis. “73 
dialogue, narration, basic scene-setting, action outline and 
Stage directions. After working over, it becomes the rehearsal 
script. As the director develops his picture treatment, this 


new camera information is typed in the relatively blank left- 
~ hand section of the page. The combined script, now complete. 


* with all the production details the team needs to co-ordinate | SY “ao g a 
-. its. shots, moves, Regt ps RS Qtc., has become the catiera/ vo). °°3 a ee Me 
a shooting script. | 


A semi- achibted show waudliy follows. a much simpler par 
Basic camera shots are indicated, with anticipated action, any 
agreed dialogue such as introductory or concluding saa with 
indications of en cme ‘graphics, inserts , etc. 


£3. BETApPt Sockbis 


.... If a show has a static. format (interviews, talks, quizzes, 
panels) rehearsal preliminaries may simply consist of the direc- 
' tor discussing the production with the performers, so that they 


~~ know what’ is expected of them. But where the production is mobile, 


complex, and contains interrelated action, where pe: ormance and 
timing are tightly controlled, rehearsal before camera time is 
essential. | : 


J... con't page five .... 


ei Te Bg 


A 


per gs ee sone are some . pre- veheaysat: hints ‘that will start Bie on the 
road to the initial script blocking: Tae ee oe , Ped 


“ate fae The oretininaty. read- thr ugh wild “only § give “the: Toueheck 
estimate of timing. After allowances have been made for 
~~ typical business, action, recorded inserts, etc., a . 
_ probable duration ‘should emerge. Anticipate potential 
p SETAE cuts if overrun 1S evident. | 7 fae 


—(@) Ensure : as carly. as pusekele: that the cei fotuets pao a alee 
-.. Clear idea of. the programme format, their part in it, and 


ah perhaps their interrelationship with others’ contributions. ga Pee a 


ee Make sure that performers have i good notion of the ‘setting | 
oo (using sketches, models, Plans)... what. it represents, where — 
ee eee are in ese se | | and ae ori 


2 ay Avoid excessive revisions ‘of: action, grouping "hae cuts, 
ete. Wrong. versions Bet remembered, new ones: HOPED I Ten. * 


8 always: think: in terms of shots, OE: Of Perera styled 
ee Losy (groupings, entrances, Exits. business. Start with clear... 
ideas at the script stage about. what you want the camera 
- to show, rather than arrange "nice ErOUPS and oA to eal 
Soe get "good shots" during. rehearsal. | nas hy 


fhe Gey pelteciners: ‘shouta: tae. a "Gnd. ‘ae, of the: Le you | are 
taking whether, for instance, they are in a revealing e pears 
.°s: Close-up, where even gee: movement: counts , or whether 0. 
_ they are out of frame. | ? , ee een vee omer 


“2 ¥Qgy Particularly whet taking fie ‘shots, “always consider ye 
“i edepth- of- aiere limitations. eS eaaoosy ee 
0h). Thine d in terms of Svactical: studio Hochaacs: Rapid 
repositioning while looking through a viewfinder may 
oe BE page ally ah emer: with an. actual camera. | 


PG). ey to bear audio and lig ghting problems in mind when | | 
ae arranging action and positions, Pe a a pes Boed aes 


| * Senne di vectors Booth studio vehexrsal with a “dey run a eee 


ehrouchh an! which the studio crew watch a performance Lea that Ree 


BR achip as ney learn of the production format and treatment. 
‘For most directors, actual ‘rehearsals begin with camera | 


— blocking. 


+ 


eee PASS SLC ovate 


Tn the mredbctiion contrat room, “the director maintains a 
watchful eye on the master (line) monitor, while preparing the 


- shots he is seeing on the preview monitor or camera monitors. — 


“With this visual agility, he assesses his production, guides 
cameras into the shots he is seeking, sorts out snags and 

_ snarl-ups and works out. substitute treatment where necessary. 
He is also judging performances , evaluating the various. con- 
tributory factors to his show, and vaiaaes coipan practical 

| improvements . at : . 


Effective Studio Rehearsal/Blocking 


(a) Examine. each shot. Modify it if peeeery to ‘improve - iz 
‘positions, action, movement, COMPOSITION: . 


~-{b) Consider shot Peay. Alterations may Breer as 
2 shots, arg OTD 


(c) Remember, the crew nd per Formers: are memorizing. Their 
aids are the paperwork. (script, camera.shot.lists, etc. a 
and the director’ Ss ae ae ey instructions). 


(d) “Do not 2 bet vague. Make sure. ‘that everyone knows what you 
gre seeking to do. Do not try to correct errors by un- 
explained instructions (e.g. move it left a bit). Indicate 
briefly my a shot is not rats co emer it should 
‘be, ' F * 


(e) Avoid too many hundes and revisions or ‘there will be 
a hesitations and mistakes. 


(f)} Even in the first vélicarsél:, important operational and 
| performance errors, misjudgements, inaccuracies, should 
be checked as they occur (e.g. camera in shot, shooting 

off, late cue, wrong lines, wrong shot, wrong mike). 


(g) Staging and. lighting errors are unavoidable in the early 
| going. Some aspects need to be seen on camera before | 
they can be corrected, such as overbrignt lights or lens 
ilares. Remember shot readjustments during camera rehear- 
sal often necessitate lighting alterations. 


ee that everyone knows when shots have been deleted, 
| or new cite added. 


veces CONE Page SEVER ‘s.<:2:< 


a # ’ 


okyaea re page seven bis 


"The Producti on OutLine et eos me a rae 


‘The Likelihood of a sinepeetul programme, and Of abiiainine:: 


approval from those concerned, is greatly improved if the prom ee 

+ ducer has carefully set down all the elements that will go into  — 
-... the production. A programme being readied for production needs | 
- more than a run-through of a checklist to succeed. Nevertheless, = 
_ the following section may help in arriving at a programme concept” 
suitable to your needs. Develop your own. budget sheets: From any: O29 o¥ 


of the many types available. Design a production outline. Format 


_ Should be pie own, but should bprahabiy. include the fol tiying - ie 
~... @lements + | ay votes 


“The People: “Who will, appear in | your * programme? Tees 
erage managenent 
oven Managers cee oy 
Employees. yiis - 
<< Specialists. 
Actors 


te Gates, What will be: in your r programe? 
Essential information Cie Se ere A; 


~ Support material — 
- Related subjects _ 


othe. Location: “Where will “you shoot? eat 


opgtice o oe 
2 tenfonmass room. - 
git Auditorium 900800 3 
_ Plant/Factory — 
Si .cart OT LEIEEL oa 
ae “Laboratory fee ee 
a pacer a locations ies 


The Logistics: When must you "shoot? Bait? 


When iertdncinaie: are Sn ines 

' When the facilities: are available > > , 
When there is still enough time to meet a deadline 
When the. antonmation watts be current Sipe Vag 


oy ccon' ty page eight’ so. 00S, 


va. page eight .... 


The Me — Menievadam proceed? °.” 


With. a script — | 

With an oes: or. notes: 
With interview questions oy 
With </epe ges, mn 


Dat Addition: 


e shat. tone ‘ée ote Wad. to ‘achieve? = : 

Which elements. of the programme will outiie ae tone? 
How much post- production editing will/can you do? 
_ How long. will the yape run : 


“Tecimical Considerations: “Formats 


“Aéquisi tion: ‘(The Shoot): super 8, 16. or 35m film; 
ba 1/2", Sep. Yor 2” videotape? | 


‘Editing: super 8, 16, Sari. film; a", yr", re 
aes TF oy an videotape? | oo, 


er Distribution: ‘super 8, 16 or 35mm film; an, oe 
<2 es oe or 2" videotape? . : 


Graphics: What de you need? 


- thaptsfaps ; 
_ Animation — | | | Se RA 
inteergihon of other media (e. 8.) Slides, fm) 


Ligh hting: What ek you need? 


For ‘exteriors? sunscreens, ‘reflectors, lamps? 
For interiors: standard lighting, special Bee esheng? 


“O" Béund: ‘Keep track of . 


dba a of iickeonion en | : | et a 
Whether they are all open or will BE adjust ed individually 
“as participants speak oe 
-. Whether = they need to be filtered. 
_ Ambient noise for exteriors: 
» Wind. e* | "" 
‘Do you. need additional effects (voice over, music)? 


“There may, . of course, te other ‘items which a video mbogen HE 
‘want to include, ‘but. ee 7 a format which becomes standard 


practice. 


“ye.e con't-page nine i... 


co eae Page Bing 6S. 


i Bach type of pioduceion pecniees: its own ree 9, tae AES 

_ opportunities and problems. Some shows rest on the performer; 

- elaborate formats would be superficial and antrusive.<Othérs 008-02. 
- require meticulous planning; each move calculated to. interlink 

with the next. Some involve extremely accurate cueing of inserts.  _ 

~ Others challenge one | to provide an arresting. presentation, of what ee 
aS > inherently 1 non- visual Subleck: 8 bisdewaieas a eee Be ete Be 


Typical Formats, — 


ue Teaonsemecicn: are Legion; ranging ‘From Cookety" or r auto 
“repairs, to gardening and mountaineering. All concentrate on. 

. clarity of detail, show relationships between parts, compare. 

- differences in appearance, etc. Television is used as an ahoty. ies a 

ern tool oath freezing or bstielameniccs the speed of action. 


a, he eee or. spectacle TAvolves — diverse Pabiseee ae 
_ dance, and orchestral concerts. The camera interrelates. the — 
broad view, with local shots of detailed BEER OM soo td: 


pie cseion covers all talk- shows (interviews, eerie. “game. 


shows). The bedrock of live television, attention divides between me 


sien i and a ie Sb of there Soe 


*< Pragatic pt resentations, “from Shakespeare to soap opera, 
| eae the sophistication Of television grammar--the subtle. 
— of camerawork,. editing, sound, “Lighting, Bee 


~ Composite presentations Sach as current. “atfaiys : or y eeteney | 
“tary programmes, intersperse studio material | (commentator, experts, 
_ graphics) with inserted es EeOLapes or slides. Precise SUES. 
ae timing are essential. 3 We ee eer ) os 


2 “Compl latiton: programmes “Blend together’ Becdrpte. Cron a series: 
of other shows, or from library (stock) material and are usually | 
: designed -t to survey, summarize , or abecapLiulate SUBJ eG tes, , | 


eee annee: 


Snafu CheC REESE: eae, 


~ “Mistakes during a ‘Hoot | have. hres: ‘things: in common: vic eaeeries 
serious, costly, and probably Lereparable, Consider. tattooing BBLS 


| a Let on the: video eee S Sees nee as 
TANG ha te. chins: It can cause > blponine: ‘ eal distortion 
Sf SS which can make | a | performer A008 like a neon Ppterpianerany, 
Wee e os ae ea NT ere 


cae tie pear a eee ot fine plaid ee. Tt causes ; distracting moiré patterns aye. 
| be Se ye Sao GR the Po so naa ows ai tea oD dain, OME Lat ge 


... page ten «++. 
Find out if- the participants are going to wear glass SCS. 
Lighting adjpstiens should be made in VERE eh 


Male participants . should wear Long socks. A ‘flash of calf es 
“is to be avoided. | oh, | ie oat 


Doubleknit clothing makes people look fat | on television. 


| Coats | can ride up in back and make a manager 1o0k like a : 

hunchback. | i 
“Swivel etre’ can 1 ei! They also mg Hee 

unappealing vent for nervousness. Soft or low back rs 


~ accentuate double chins and nake ‘most managers Bpoeae 
overweight. | 


“Too much hairspray ¢ causes glare and looks bad. 


Allow aie set-up time. Better too much than ‘too: little. 


| at. costs you more if you. do’ not do: it beforehand. 


Always survey thes’ cation or. ‘studio beatae: the shoot. “You | 
- never can tell’ what might - turn Up. Listen and look. ae 


On indoor location aiaee: “iGilie an audio test foe airconditioner 
noise. You may not notice the noise until you play it back. It 
usually sounds terrible. Do not forget extraneous noise such as: 
telephone bells, OS doors, dogs, etc. 


Steel buildings can ‘act as antennae and create broadcast Sib 
priya on audio lines. | 


Studio {ight bitlbs- “should he changed regularly to atari 
down time curing the ane e. 


Get permite. ‘Some cities require scteribe/heeatteb shooting 
POMEL TS: : 


| calcaiaee electrical current pequivenents™ Consider all 
appliances that you are going to sone on the circuit. 


o Check: vertical props ae plants in the set. “They can look as 
. .1£ they are growing out of a ae aoe S head if the shot 
as not properly COMPOS eS» a i 


On location shoots, ‘consider the extra heat your Lighting 
will cause. ee — 3 


| tet. con’ t page. ‘eleven .... 


eho. stein inate el 


ops ae of profile shots which reveal a 1 shaggy | haircut or aa 
peep bed anes se | ged pe pa = | oe 
- Atie d that. ships : ic distracting to , the viewer. 


fio eae sure cameras are properly matted: “there are few things: 
OE see OS disturbing as cameras ‘yielding different colour. | 


re Raoide using bay thing one lavalier microphones, ‘except in ‘ees = Ta Sieg 
sepecial, cases and applications eis Ae epeties eS, 


On location, ‘measure cable; drop ‘and secure carefully. 


iar ld clearance for early entrance. to. interior locations. 


re you require a quick turnaround, be | sure. to ) book ‘editing 


facilities wel} in. advance . 


Think € the programe ‘through before “charging ahead. 


|‘Editing 


After Shooting’ comes ue acne a nee or break aay for’: 


the programme. Many producers and managers assume that if. the prov 9 
gramme they are recording is successful, no editing of any impor- ees 
tance will. be needed afterward. After all, we sit ees discussions — 
eo real life without editing.” te ee ee ee n 


Pie - Byen cor oted: programmes can benefit Pen Gditting) “Poledision 2s 
ay faster than life. The video audience has its attention focused 
‘on that screen and expects greater density of information, than .o°5 vec se 
oo real: Life-provides. Rapidly paced commercials, the quick cuts. from: “soe 3" 
- camera to camera that are used to enliven the repetitive: formats eo 
- of weekly shows, the ability to capture a sports event from many 
ved fferent angles--all have accustomed. the television audience to a 
swift pace. This is not the same as saying the audience: expacts © «<0 
puacesen, but the words: and the - image must Sah me, “programe moving. 


PREPRODUCTION ITEMS 


PRODUCTION ITEMS 


POST PRODUCTION ITEMS 


OONANMSAWN= 


SNOOLDWN> 


| ITEM 


Producer 


Research : 
Storyboard Preparation — 
Scriptwriting ) 


Typing and Reproduction. . 
‘Director | ‘i 
Assistant Director 


Location Fees & Expense | 
Location Transportation 


_ Studio or Stage Rental re 
. Set Director 0 5 


Materials, Set Construction 


. Properties, rental or purchase 


Property Transportation 
Narrator or Announcer 


Talent. —- 


Wardrobe & Makeup 
Fioor Director . 
Musical Director 

Music Fees and Royalties 


. ‘Music Recordings and Dubs — 


Artwork . 

Titles and Graphics 
Animation and Cartooning 
Personnel Transportation. 
Meals. Put 
Lodging 
Contingency Fees 
insurance : 


» Mise. 


Cameramen — 


. Assistant Cameramen sis 


Camera Rental 

Tripod or Dolly Rentals» 
Lighting Director ua 8H 
Assistant Lighting Director 
Gaffer ©... Pon 
Electricians 


Special Etectrical Service or Fees 
_ Lighting Rentals 


Burnout Allowance 


Audio Engineer 


Boom Man — 
Sound Recordist 
Sound Equipment 
Cable Man 

Tape Stock = 
Video Engineer 


. Floor Man 


Video Recorder Operator 

Technica! Director 

yruck Miteage 

Crew Lodging 

Crew Meals 

Crew Transportation a 
Specia! Equipment Renta! (recorders, 
etc.) ; 

Contingency Fee 

Misc. 


Post Production Editing 

Post Production Editing Materials 
Post Production Audio Dubbing 
Sound Effects Transfer and Du 


‘Duplication ae: : 


Mailing, Storage of Copies 
Distribution Services 
Viewing and Screening Services 


TOTAL | 


Production Budget Worksheet . 


ACTUAL EXPENSE |. 


BUDGET: 


‘ESTIMATED EXPENSE 


Rr re ye cae 


ma 
{ 
f 


Kip 


BASIC STAGING | AND si : See Labi 


oWhenegee: we deliberately arrange or ‘contrive a scene ae 


7 © £ront of the camera, we are, strictly speaking, contro Eling 4 Poe. 
the staging. ha 7 | : | Kits ae mee TS 


Mase 3 48 A ge 


ae Fundaitental ty, staging aims to modify, to augment, oe to. 


create a particular pictori: al effect. : Through. the persuasive Sid 
-~Skills. of staging, we create reality, or conjure that which — 
never was. We give plausibility to the unlikely or make the > erie 
impossible a fact. Staging is a ‘transitory world of make- “believe: oS Bae 
_ where the fantastic and the imaginary are given substance, Where. eae oars aa kes 
eee a brief while we build an illusion. eh ee ae Shas Sean hs 


Away from the stidios” on ideHtane having: etter necessitates 


epee alteration of an existing situation. Furniture needs to be rée- aie 


arranged, extra scenic elements introduced, or selected features — 


_— disguised or obliterated to suit the camera viewpoint. 


: ithin the Stuidio,. ‘Stading invariably involves ‘baildine § some ee: i 
_ form of structured background which | is then systematically lit. 4: 
_ Whether this setting is of unsophisticated or complex design is: ene Sah 
not itself important. It LS. the eEbeCLiveness of. the visual pre- ae 
eS sentation Vans counts. me a . SNe 


Ne ‘its ‘shiwlest’: staging: LeNeSas * a ‘backerouid: to piers. 3 


Even the plainest surface has a direct influence on the audience. 
~~ impact of the picture. We have only to compare the diverse effects 
of dazzling scarlet and sombre gray backgrounds to realize how 
Important the setting is to the presentation. If wrongly chosen, 
a background may dominate, or have quite unsuitable associations. 
But if well selected, our “subject is given appropriate prominence, 
-and attention — is suitably sipected Wi Gut the Berane: | big 


rer Rone can 1 explore an ‘exer ne ‘range Of isehoriak: opportunities. 
One can fabricate an environment, perhaps devising a replica so 
convincing as to stand even close- range scrutiny by the camera. = 
_ Staging may lay emphasis instead upon decorative ten to Daca 
-establish an Mie eee effect or mood. | re wih Enis oak 


By skillful: staging, vignting and banetatratt ‘tad thé: thred?’ 


“essentials go hand-in-hand), we can direct the audience’ Ss ceonianes oe 
arp atie Var Sakerrr station of aL 7 picture. mest Srdei peste a Ee 


fey ee On 'E. Page WO eee, cok 


pope Paper twos yc. 


7 Studio Utilization 


‘Staging techniques will be directly in iuceesd ae ae way 
in which the show is to be produced, Presentation may be live 
(i.e. transmitted as it. happens), devised.as a continuous 

recording - (i.e. taped start to finish with. pick- ups of faulty 
. sections), or derived from an edited 1 recording (i.e. shot in 
any convenient. order, Rethaps with multi- hc ea), and later | 


te edited into its. final form). 


S ' aac may "prove to be too ‘Limited for ‘he re of a 
particular production. Consequently, the show itself may have 


Te Bey, be modified, rescripted, scenes cut, etc., or staging devices 
5, LSéd, fo circumvent: problems. Ultimately, production effort could. 


- extend over several days (i-.e. rehearse, record, strike Staging, 


‘et new sets, relight, rehearse, record, etc. ‘ 


; * Staging lidtene is often igteeca’: ‘so “that: the iesiiuer finist 7 
 Suagerane means to restrict shots. Otherwise, the director has | 
‘to. avoid distant. aoe Mow elevation Reape cies which would over-.. . 


| shoot sets. 


—— (pisestiuson: ‘6g Settings, aot the stati should enable - se ha 5 digs, 
“scenes. to be. shot. in.  PEARERER, and SO avoid interwining camera Ali «Fate fA 


“cables. 


_ storage area problems and restricted access. Floor cables should 


Buatenbnt access for camera, “séuind and Lighting equipment 
should be allowed: for, relative to both storage and operational 
use. Camera shots or. movements may be frustrated by Staging. . 
Sound booms ay dack room to operate. properly. ar: 


Two precautions are fire lanes/exits and hazards. 


"eee Mines feats are essential in most studios, to provide 
access and exit points. Cycloramas and flats/sets can easily 
block off large areas of the studio. Floor-marked walkways (fire 
lanes) around the edges of the studio, where no staging or equip- 
Inent can be stored, Sw 6 considered in the set design. | 


a eaedis have. to be considered/anticipated. Larger. studios: 

- are ‘Viable to problems arising from the diversity of staff and 
talent in action, and the larger work effort needed. Small : 
Studios quickly become very. congested, cable strewn, have critical 


be taped or covered with "walk-over" boards. pangs: is particularly 
true oe you are SHOGELIE. on location. i? ee 


oS 5 CORE Page three’: 32° 


..+. page three .... 


‘Staging Style 


Sey Staging style should “pormaliy be aretoned: to suit ‘both thet Te 


type of programme material and its particular approach presen~_ 


tation. Where, for instance, the show is whimsical or BONgHEr. 


~in-cheek, staging should reflect. this with ‘an appropriately | 


amusing, off-beat style. But where the production is seriously _ 


slanted, such humerous visual overtones would gg ad COV... or Of ae 
a dubious taste, and. Reto a distraction. | | on : 


ae “The Siinmlest’ staging of ‘aL is the: plain. eck cet 
Angie limbo approach isolates and concentrates attention on | 
- lighter-toned subjects. But dark or shacowed subject areas merge — 
into blackness. Moreover, the overall low-toned effect. becomes 
tiring to watch for long periods. Plain white backgrounds | 


similarly isolate, but lack sustained visual: appeals: dazzle, and: ge 
cause SUBISEtS to ‘reproduce darker than usual. it ME Sop tte 3 Se 


From tonal extremes, the coheeee of neitral: ‘and aoAS 


Fe Ae laniedbe ea backgrounds develops. These. provide BD 
» unobtrusive setting for the subject, conveying no cerita. 
associative ideas of time, _tocale ‘or EO Oes can ue 


: . ‘Such self- effacing neutral fy. may prove effective, ‘or. ‘dull. spre 
3 to watch, eecording: CO. its PEPER CREAMY 5 OLE sy Sa SOAS, oe se 


ib “Realistic staging ‘may follow any of a series of ees o i 
Some ‘Staging aims at being an exact replica of an actual environs 


ment. But to convey the impression of a type of location is 


~ usually sought--a sleazy bar, nae hotel » foyer: a AMRUEY apartment 


roam penOSPHe rae, realism. 


A more sophisticated ein eee no ieice at Sdpsace: | 


: ‘environmental imitation. Instead, by selecting readily associated 


_ details from a typical location, it relies on symbolic realism. 
_ A few scenic elements suggest, remind, imply, rather than imitate. 
Thus, a leafy branch (or even its shadow), can es an. opens air i 

3 scene a B. nearby tree, Springtite, rab BOREL os Ss 


“Sometimes. emphasis. is upon decorative a a. upon ae <a 
abstract use of shape, form, texture, and colour to plese. the. 


oe ule usually without direct realistic illusions. 


Staging may ‘oécasional lye face: eae eee hick 


md eetae caricature reality and produce distortions that. 


can equally well amuse or terrify as the contorted images mirror _ 


- the world about us. Such fantasy can range from the nightmare ye te 
- ugliness of mishappen constructions, to evocative staging in =. 
which selected furniture and scenic units tantalize our amaginas 
igee ELOD into an illusion of Se : A FS Pearce ds eget teen ten ae 


gee? MPaGe TOUT. «vss 


Fantasy can concentrate instead on silhouette outlines, 
and certain skeletal fe hd TEcmnigHes make intriguing use 
ens decorative effect. 


| 0 wonber of factors must Eliane intervene bition the sketch 
pad and the, televised picture and we must recognize these from 
the outset. | 
) “Most idhuiows:4 are the intend asics paranitess. the 
budget,’ time, space and work effort possible. Constructional 


mechanics , production treatments, all influence Peceaan rugiee 
aspirations. 7? : ? 


Less aeaithe, but no less “important, is the erect: ‘dE: . 
“audience prejudice". Staging often needs to conform to estab- oe ee 
lished concepts to be accepted as "authentic". A recognized, 

even caricatured, version.of an environment, may seem more: 
- realistic to the audience than an accurately snterpren ees but 
; petypacet or, unfamiliar version. . 3 ' 


-. ‘Design Eiteudpesalies dtsel£ ; is a very indiviabad: matter. 
Often. a given Show may ue visend in a PA VeTS LY of ways. - 


, “The Sationdne nati ire aes a Show often ai etates niescatational- 3 ey 

methods. Talks, quizzes, piano recitals, televised throughout ) grey | 2 
the world, take remarkably similar forms. This is partly a matter 
of established convention, but primarily the result of rationalized — 

production treatment. If one uses quite. different ways to present 
the subjects, the chances are that shot incongruities, or some 
other operational problem will arise, or the mechanics become 

‘ over- complicated. oo be 3 


‘The set ject ones S task is, nevertheless: to keep recurrent 
presentations. looking fresh, interesting, eye-catching, and — 
appropriate to the needs of the individual show. 7 


Most televicion staping falls into recognizable basic 
categories which, include: wats : 


=: area. staging: for large area demonstrations (i.e. ‘dance © 
routines). Frequently using scenic units (i.e. free — 
_ standing or hung; aaSey sy mbSEEA) in front of an open 
cyclorama. . 


: tabi set- ups: disetasiont. groups around/along tables. 
| ~ Demonstrations: at tables. — 


fet “audience shows stadia audience on integral stepped | 

-.. seating, watching theatrical-type open staging (action | 
before a backdrop with isolated scenic elements); two- 

or Mees foie rs re | . Me cohen Fa: te oe 


BEA Ys con't page five ogee 
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tes, open- aes ee “Hehe at two: fold or ‘three fold 
att _ (box set) formation. of gee are 7 Bees | : 
oe Ss 2 nel esed ve ee ee ine walted’ settings: “totally: 
-.. ceilinged sets. Normality both are DEST. avoided nea 
Sg POSSI Te «. eae en a oe ahaa 


eis. tes OO flsped’ staging: ‘netmaly sets: are built énily 3 at pert Sie a, 

studio floor level to circumvent staging and predue eens ae 

fees PT On complications. This type of staging is next to. | 
gates Ite for industrial/educational studios. | 


The: ‘permanent’ Or Santis sets none De Recbimtored ano 


~ television studios are those used for regularly recurring produc- 


=| tions. Thus, each episode of a soap opera, or drama special/ 


serial, will ‘contain a stock set or two (i.e. the family's Pere 


i room), supplemented by a number of “once only" Gatoset buite to. 


suit the action of the: ee Spiseges, 


pate: Most staging” is for once- -only construction, “pinned By | 
_ juxtaposing a series of standard scenic units. ‘Later these parts | 


ee ee ceparites and stored with Cee similar : stock units. 


ie “Smaller. studios ‘using scenery for a. sineie ‘brie’ occasion * 

: may build from quite flimsy materials. But in the long term, 

_ re-usable units have much to recommend them. Effective staging ~ 
may be achieved, however, with a minimum of scenic units, relying 


instead on the pictorial impact of light and shadow. Scenic design 


can create its illusions, too, with large photographic or artist- 
pues eee positioned behind the es x CaaS 


“Most ingenious of all, ‘is the Bice rants wizardry OF Grromao-8= 


sree which enables a subject in front of one camera to be inserted 


Soy 9 nto vee: background from another piceete source. With such facilin¢ 93” 
ties as these, the sky. - is the peas Stew ae eee ba aes © 


Set Construction 


“eee! are Shade up ae unit sections eamed "flats"! en? are Ca ae 


rae together. Flats are constructed in "standard sizes", but. 


ae _ these. vary somewhat between different studios. In smaller studios: etree: 


a common flattage height of eight to nine feet is widely used. G53 
network" - studios, standard heights of ten and twelve feet. are. 


-more usual, (this is of course, dependant upon. ceiling height) — 


and are usually four or more feet wide. ‘There_ are two basic types a 


{08 construction--softwall and hardwall. 


ES con't page: six “oo.0 o> 


aah page SLX: + * a © ; . : : Se. 3 


Rafael eats CONS sist of a shallow frame, cross-braced, 


made of 1"x3" wood covered with canvas, burlap, industrial | 


cotton or lining’paper. The canvas is stretched over the — 

.. frames. and-attached with staples and glue. The surface should 
.then be coated with a flame-proof sealer before painting. 

'.Softwall flats.can. be joined together and painted to represent 
any interior or.exterior scene or background. ("Line ‘and cleat" 


ia methods. are a traditional threatrical means of JME flats. ) 


Softwall Flats’ are : Tach: “easy to work wk and easy to. 
repaint. Their major disadvantage 2s are that they can be easily ~ 


torn, ‘they, are flimsy. and Jack rigidity. and that they will 


quickly show. wear with continuous use. Softwall flats are an 
“.. excellent choice, however, for limited use situations, such as 
os ‘ctr where low cost: as a factor and ORO is ‘not. 7 


“The hardwal- Fak is ‘the —s setpiece for most. "studi oS: , 
This type of setpiece has a frame made from one-by-threes or 
two-by-fours covered with composition board or panelling. A. 
visit to your local building ; supply. house will reveal the tremen- 
dous range of designs and.surfaces available. Or, if you cannot 
find a ready-made surface for your needs, cover the frames with 
DEE Seed, eee, board. and pene on See, | own finish. 


; Mast flats. are “single ‘pide, “But where a unit is to vepne=- 
sent a wall with inside and Guisite SUL EROS Lt AS double clad. 


| Curved flats: are > used ides. but form the he of decorative 
and contoured lan BEHIERES and as small cycloramas . 


oe The surface of. Plattnee ‘tend itself to a wide range ay 
: ERECT Hye can considerably alter its Se eee 
Surface Treatment 


: A remarkable variety of suivface treatments can be “achsved 
just by the way.in which one applies the standard casein paints, 


distempers, and water: -based media. In addition to the even-toned, 


textureless surface painting of a flat, one can, by. over- -spraying, — 
create shading effects, pseudo contouring, ‘dirtying, and similar. 


“unevenness. This matt finish may be further altered by:a second | 


coating,. which blends another colour or tone. A light varnish 
_ gloss can provide a contre ie sheen or, more pe cecu ges applied, , 
ey suggest. a wet Surface. . 


" oovees, CONE page seven <... 


.... page seven .... 


‘Textural ‘Effects: i 
nelay brush dork: iets a a flat’ serctiatl: satede With | a 
- nearly dry brush, the brushmark Goats looking like Hed; 
| _metail, ‘Stone or fabric. A at ie Sy iy 2 7 
‘Seige: ae: ‘small eee Bore or Spat terns fbi coarse “brash: 
sponge, screwed: up Deets ako! Suggests. gets cement or 
Stone. | Of 3 ae 
| puddling: interflows colours for aging plaster, walls, etc. 
 dbahindes ketly a rolled Tag (paper, Or. sponge too) changes es 
tone density. epee oe gee a , 
eGo: OE a | dark tone over Light: or ‘Glazing Wath Picea 
brushed Light tones over dark, creates: area Y or Re pace 
_ texture. 7 * i ; A ue ek Se Be ey pea Po we, ee Pu 
| : dtapplng/squféing’ of oie ‘Lightly. skins ‘the surface : and he. 
ol ; EMPHASIZES : its nue areas eae x | ees 
mn iss Sear er Of Lighter or davker® tone over a background Goody) 
ee ar eg colour simulates sigh tghts and Shadows .. 


istidinpleoateeiae? mottles withs tandott brits pr orts pplashes 


ree, we eee introduces textural and tonal variations . 

3 Scehic ’ artists can maine fats: to ‘appear | as Brick: 2S ponbhierke | 

_ panelling, fabric, grained wood, etc. But such counterfeiting ee 

“requires time and experience. Instead, wall-paper or plastic. roll- - © 

Since with artist- “painted surface tae or ‘surface work. 

whi bas ‘Conenar acces ei peuee treatment £08: staging ‘may use, Ane hae 

7, “addition. ta .the . above techniques, commercial wallpapers, roller- 

printing, stencilled motifs, attached panels, stuck-on motifs Sar 
aS artist- painted work. 


| oo. smudges , fingerprints, gouges ; etc., as well as to. 
nage ae PERE TOUS Tene she ascent Pee Oe a ee 


seas con't page eight .... 


Also” ae CO ENee oy ‘Using a spray” gun at low pressure. Bk ane 


eee se Cast: by ena. sendust or oe irregularly on the se, uate 
sheeting facsimiles, or photo reproductions can be used, augmented a, 


(paper, plastic sheet, photographic) 5. fabric Surfacing eet 


Some sort. of texture. is desirable: ae most. aoe: to hide: aiesn ee aa 


‘vais Page “eight 4.7, 2 


Unfortunately, oblique or close viewpoints or cast shadows | 
- soon reveal the: falsity of imitation contouring on a flat sur- 
face. Then it may become necessary to use actual three-dimen- 


ear nb modelling formed from plastic, papier maché, carved wood, 


 glass- fibre or rubber. mouldings, or plastic vacuun-formed shell 


“. ~ eontours. ALD. these can provide convincing brickwork, stonework, 


woodwork, surface moulding, car PERG es cornices , panelling, 


i tree bark, eat of Ma kinds. 


| Rogaedtess of eis anaes of covering, oor ete eenenber that 


"By pine surface can cause some real problems in raflertive "HOD 


r ~Spots" sO be’ on. the safe: side ae Belech a _ surface with | a dull 
” EE finish, , cage ogy x: fh , 


Scenic Brection 

‘Scenic mts are : vant ably ‘ceehaRed. as. ‘maior ace pieces. 

or, in the. case of large setups , in segments suitable 2c: ‘CONnA88 
venient a, , . , 


“fieoh some stavine imits are " eeed as separate, | isolated 
structures (i.e. a Single trée) , many will conjoin with other 


units to create an. impression of expanse and continuity. Perhaps | 


the simplest example. of the combined effect -is when a series of | 


-» individual scenic flats are aligned to form a long, continuous 


wall. If the flats. are. carefully constructed and positioned, and 
their. joints disguised by stripping, the result is quite con- 
beara ie apenas acqurgbe alignment is HMSLACINE ! 


of For oktacbivs ‘edge- to- gadis alignment” units often require 
_ location devices (i.e. locating pins, metal stop ‘cleats, 
aligning blocks). These permit the faces of the scenic units to. 
~-be set up quickly and SERRARERY, to a setting Line" on the 


we studio. floor. 


a “Several well- verked’ nethods : are commonly sed for holding 
| units page mm, together..." 


(a), teeh ie “This "ine ani text dieomcte 158 gists 
flexible system,.in which a length of attached sash 
cord is. wound around. alternating projections on the 
units (brace cleats) then pulled tight, and tied off. | 
The resultant tie can pe Pe GaGEA, qutcktys, and the units 
: ERS : . ge Paty = ; 


a" Saeed fasecners take Bolewsl: nid. Their main t Gisadviméage 
is that the units have to be mated together carefully to ensure 


< that the fasteners come exactly into position. Limits can be 


- critical, and where large heavy pieces are bier other 
. methods may Eine less troublesome. , ete ) 


toi ne “Cont page. mites... i: 


a Ne 
ines 
: ie 


3 -» Page mine .... ee 


| MeLEne units. 


ye tua provide drop an; “fasteners for joining Lagi 


-(b) Wing- “nuts “hold indented cdge- plates together rettectvesy 


~(c) Loose pi pin- wees connections. have a range of applications, 


for a single pin (or bent wire nail) not only clips to 


- her the two parts of the ‘fixture, _but eh ie a ‘Swing: . 
hinge where needed. ie ero tkee reas fe ae 


fa) cgutex:: fix clamps: -of : adjustable jawwidth, have the merit 


oa OF being adaptable to structures of various ‘shapes and °°. 0... 
“.. Sizes, and in holding units together extremely firmly. On aes 


the other hand, they are detachable (and costly) fittings Ne 


that are comparatively heavy and liable #0: be ee 


the: most common method ‘Of denim fists? ‘ipright 4 4s =the ie tee 


eee ere (hinged base, French brace). These are hinged triangular. 
-.. Struts. screwed. to. the rear of units. Unfolded at right ee 
they are held down by stage weights or sandbags. For. small - 
“pieces such as flats, low profiles, ground rows and runs of | 


‘small horizontal flats, L-braces can eran Be Compact, oe 


_ convenient methods of unit SUppOT Ee 


Se “Lightweight, free- raed a pinds:' are sometimes. ‘fitted with | 
ie: imei ght self". This takes the form of a horizontal plank at the 

ae foot,-attached. by: metal angle shelf brackets, and is held down - 

“ee fiemly. with stage weights or sandbags. Simple in concept, this 


_. idea is convenient as "a method of supporting transparent, age : 
lucent, or mesh screens, cases where. other oO eeaee would be ee ie 


—— conspicuous from the camera poe, 


“Risers 


me Although’ many smait studies Lace: ‘heir’ interview sets. : 
oS airecety on the studio floor, there are some important advantages 
in elevating this set’ four to twelve inches above the floor with | 

- yisers. “Since most of the announcers. and talent in this situation” 


are seated, the risers should elevate them to ‘the Poste: of being nes 


= aporpamandy, EeVed. ene camera tenses. 


Tt ie use of risers” cist this way does. leeees: ‘things: it. ce ae 


ae better eye contact; it is easier on cameramen; and it looks 


oe better ¢ on | the. air sea giving a more effective > pictorial perspective. | SoS 


Rees oom page tence, 


‘ee treatment would be SEEeC CINE: « BP ode ot | E | ee y, 


. page ‘ten’..... 


" fepedhae- upon the load and Stability requirements , you can | 
choose between 1/2''-3/4" Plywood covered frames for your risers. 

The frames can be constructed of anything from 2 x 4's to-2:% F2"s, 
depending on height needs. As long as risers are built for stability, - 
you need not worry about a smooth neat finished job, since you will 
probably want to cover them. completely with carpeting, which will 
cut down on noise while PEgpsSing 2 an attractive COVETANE ¢- 


ices, are general ly: ‘coretroched in 4 x 4 or 4. x: 3F sections SO 
that a variety of configurations will be possible in different | 
applications. Attractive designs. are possible in different sizes, 
shapes and colours of carpeting, through fitting. the units toget-... 
her. Shag’. carpet seems to work best with risers, since cracks and 
slight variations. | in dice as will » aS not show. ge i 


“Bconouic Considerations | 


| Srodectton costs are senerstiy auite Gini istio®4 in fie. 
initial script and its presentation concepts. Certain subjects 
lend themselves to a range of staging interpretations. Others... 
_ are inherently cheap (e.g. interviews) or costly (e.g. convincing — 
battle scenes). Some productions needlessly elaborate where a : 


Ruibdndhiee ‘apatile ewe to be bept' within the Factlities’ and » 
. Rs available. To achieve this, one may have to resort to a 
-- script rewrite’ (e. g. omitting or relocating scenes) or use 
restricted settings or, perhaps, introduce stock location film 
shots (library film), use rear ae en ea or some 
similar SiiPeauem: | 


7 The staging spportunities of smatier television stuios are 
necessarily restricted. But many achieve minor miracles, never- 
theless, by Ingenious tins eee economies. 


7 In Snell studios, extensive use deer oa dle of multi-purpose 
neutral staging areas. These offer considerable flexibility at. 
low cost, Lighting can be used to change background tones or — 
introduce decorative shapes and patterns... Supplementary decoration 
can be added in the form of cut-outs, drapes, screens and panels 
~ and stock units. . , oe eS 


‘Where ‘the ealevieion ‘sag has Limited usage,  eneeiarly 
_ if it is being devised 1n studio without. much relocation, cheap, - 
flimsy, utility materials can often be applied provided little 
handling is involved. Cardboard can be stapled to a light wooden 
framework, taped into tubular shapes. Designs may be stencilled 


wie. page eleven .... | 


---or colour-s shaded Sith: aerosal- spray Saints: dadhesive decorative | 
- tapes (colour, metallic) can transform surfaces Ss. Staple- guns shad 
enable fabric to be attached to standard flats, as an overall 
* COVErENg, pleated, or arranged as drapes. Lightweight modular 
Sos les units of. Brepales board are “readily reused BBG. ‘dismantled for | 
fae ee OTA Ee | | 7 Se. tLe tae gd te def ) 


. The: appearance of a setting may be Gisnbed Senadly by. Suen be 

es 2 hdauloas: as turn-over, two colour: venetian blinds, turn- around iG 
>. sereens with alternative decoration, Les away ‘sets, _drop- Eihe 
ee meee. lighting changes and so on. pe bey See | 


‘Perhaps the most Oneaat consideration | in toe puideet 

“aE Beatie is to avoid pretentiousness. Rather than use a poor | 
_ staging substitute and risk a tatty, amateurish result, it is | 

better not to attempt direct imitation in the studio, ‘but OE eae. 
~ tackle the project more obliquely. Limbo treatment is an extreme 


aa - picture insertion may produce ; a more 2 interesting, effective 
shied (5 Se EOE ee Og eet ie ee te ig eae oe 
‘Ret Dressing ce = 
Fundamentally, set dressing involves the choice and ae 


2 oct of the multitude ee items pee clothe!’ the. bare scenic. 
“ey Staging: | : : . a 


Pai “With ‘the inost baste treatment, a ‘Siechestoit programme > could 
A ates of two people standing and talking together. But. think 
- . how the character of the presentation changes, subtly as we © ie: 

_.. gradually add to the set dressing:. chairs. (upright or armchairs?), 


example, but partial settings, an abstract approach of chen 


a central table, water carafe, drinking glasses, ashtrays> a poets 


pet, ‘background drapes , pictures, plants, etc. 


Certain materials. Bee i furnd hinge ‘and rapes” however’. can 

- introduce difficulties. Deep velvets and velours tend to look 

~."dead'' and unmodelled. White lace curtains must be dyed to a 
light coffee- colour, grey or blue, to prevent. their burning out 
 distractingly on camera. Plastic, ‘plasticized, chrome, glass, so 
- glazed materials and senerally shiny objects. are liable to cause 
- troublesome flares. Where the required item is a technical hazard, 
one can. only use it, and hope that any "doctoring" (anti- flare 9. 


spray, spraying down, oF similar treatment): will alleviate the ARR 


ee 


appropriate style, period, and so on, there are several very | 


Aare ‘Evol the} more gbyieus: nesds re tchéose: poh tice: Eas 


practical matters that we should not overlook when appraising 


oe os Siem ce ts sei oe for a p DIOact tO 


sheep A cat tines cote 


av. c/page twelve ... 


: ‘The ‘piped headaches. for a ( prbdbest/divectele in tines 
7 industrial/educational setting is chairs. If there are seats, . 
-are they comfortable enough, or will the people be Peupeee £6..." 


- fidget and, wriggle in an Lo ubenpe to. sit at eases 


. Does the. chair suit the performer? One. sees big; balky 
men perched on Light framed chairs, and small women lost in, - 
ee large armchairs. ze 3 : ae : 


me Is ithe ehaiy ‘nti: or can it be’ turned and so enable the | 
ee to reposition himself? Swivel seats, rockers or arm- 


| chairs that travel as one sits” in them are troublesome. 


7 > Low. seats in Techie: or » pectiae fon Bats are ses frust- 
sc eapteang difficult to get” into gracefully, cause ungainly - 
. seated postubey, encourage pemmees and are tiresome to get. 


ome of, 


= to avoid: onieadies aa | wings, or head supports that 


-ahserd off the face. in oe 


Sesieccsl bE a gears ae any hese reales Laan oe 


5.2 “ExaSeerated, by amplification of the sound picked. up. by MiCcro- . 
2 HOLES Bue articles can develop AUPEP. aS ene characteristics. 


Bol ished table: tops by Hy nature rene to reflect back: 
light straight into the camera lens. For certain situations, it 
may be best to break up large bare areas on foreground tables | 
. (or desks), dressing them with appropriate peeps ene: mats, 
fancy | pad, Rene. flowers, etc. . 3 


- Items can be Geconieed | or sebaisa = detshateecte controling : 


thely colour and brightness relative to nearby subjects and back- 

. grounds. The contrast of light on dark, or dark on light, will 

give prominence and oa ak erat, similar ponies surfaces may 
merge RD ASEELYT te a | 


ie BrieELy hon. “aiese are some of the more important porate 

on selecting, designing and building sets. In general, make sure . 
sets are complimentary to subject matter and that they support 

it, rather than fight with it for attention, or drag it down 

into mediocrity or garrishness. Carefully observe and analyze - 
what you-do and do not like on network shows, design magazines 

.. and room displays, and what sets appear: to WWOER”. and Why 


A Little bit ak fine and effort put into planning appropriate 
. sets can go an amazingly long way toward aaipeovang the attrac- 
(, VAYGHESS.- of Ge gee Studio peoduer iene: | toy | 


f 


\ 


DISTANCE, SPACE AND SIZE. 
The impression of space and distance — 
+ the figure on the left. conveys a strong illusion of perspective and distance, o 


entirely lacking in the right-hand design. ie 


oy 


ee : 5 
rete tite Ome ete Oe 
sasatataraNNa Man ual a 
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peerie gE 
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sisters 
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ct 
Sones 


SEF: eget ees 


Progressively lightened tones create the illusion of distance. Here we see that 


Theimpression of size 


Lighter-toned subjects look larger than identically-sized ones of darker tone, 


irrespective of theirshape. 9° 
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STAGING 


Basic itaulies units : : a % 3 

‘The TV setting is structured from a series ot prefatdeated's units, that canbe 
redecorated and conjoined to build up a wide variety of environments. _- : 

~V. Flat. 2. Door flat. 3.Window flat. 4.Cyclorama. 5.Jack. 6. Stage 
brace. fe oS oe : Be ee, wee Y pene. Lal ABS Se sent 


CONSTRUCTIONAL DEVICES - oe: 
_DISGUISING JOINS ae 


- ww me ee “ 
7: 


- ee me eI 
sc axl es Ew ee eas ee ee LS 


ee a 2 
: * * 


a Stripping oe op , 
— The cracks between conjoining fete are. 
~. concealed behind narrow paperor - 
fabric strips stuck over them. — 


_— em ee te oom, 


a oe we et ee SO ee 


,- 


“Breaks. | 
Joins can sometimes be disguised by 
an breaks which conceal the confines of 
Tay: individual scenic units. 


os Ratinns pode) | ae 
oh ipa Mia UE TOP RRS ie Ee A fequilar method of disguising joins. ae eS, | 
PR ice hat Ane ih Sa euie” By pore Eze babes Vets) Where return flats are not ene ? 
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: REGULAR. SET CONSTRUCTION. FLATS” 


| Scenic flat. 


The scenic flat isa ‘ hoela: sided plane surface of ce estrant ain. 


*, plywood, or prepared boarding, ona wooden iat: 


, _ The integral parts of the flat are: 


1, Corner block : 2, Rail: 3. Keisha 4, FTadgle’ 5, Brace eye: 6. Brave cleat. 


Pa kashieye: 8, Stop cleats (t0 align fiat). : 


Double- clad flat - ee eee S5 i ofl 3 
Two single-sided flats fixed back | to back are spaced ee 6 Ins. 
Standard brick size} to represent wall thickness, 


ponies 


| “Metal pte tae : as ae | : 
Fixed at the edge of scenic u units, enabling them to b be ctippedsdgether: : 

5, L-plate fitting: ate -plate and Gy nut 7, Pin- hinge with removable pin: 
~ to release fitting, 


& 
See 
eo 
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SCENIC E ERECTION AND SUPPORT 


: Lashing | eee a by Sia, , fie tae 
-». Sashcord lashes adjacent fats together firmly. 1 on -eye. padtee plate Or. 
—- screw- eye through whic h asashlinets knotted; 2, Sashline; 3, Brace eet. 
P provides an eens stub ; 4. Brace: eye for stage brace : | : | 


a Adjustable dining toranipy i 
+ Holds units se various thicknesses ughily together. 


SCENIC ERECTION AND SUPPORT r 


ae Stage brace 


After length adjustment, the axieeinis stage- asics Hele TREX WHR ania 


screw: 1, Atits lower end ; 2, Brace iron or rbar. At its upper. end; 3. Claw- hook, 


| or’. c- HEOE, or 5, paki 


3 7 oncuas flats 


6, At its top end the brace hooks into a brace- -eye or slaré Sithedlar: 7, The 3? | 
~ brace iron at its lower end i is securely weighted by ase ndbag or stage weight, or 


insened Into a wall Bate 8. Oceasianally a stage Screw. 9. ts ulilised. 


| Jack (Pisech hvac, hinged brace) pe , 
A hinged strut at the rear of a scenic unit, 10. May be soured sewd Saath 
canvas sandbags, 1 ' or stage weights, 12, of different KINdsS ce type or plete 
type). Pe 2 2 | : : 7 


Milos) 


"SET DRESSING - FURNITURE | 
Seating one comes toknow! » 


7 4, The swivel chair effect ; 2, The low recliner: 5 The precarious perch: 
4, The hard rostrum- “top: 5, The rome armchair; 6, sre maay of wing 


armchairs. 


| Reiviédies for unsuitable furniture | an 23 | TP mpl 
7, Where a person's position does not suit the camera, ‘Gushions can vie added to. 


adjust posture, and bring himtoa convenient height. 8, where furniture is iSnotat — 


a eng ae suitable for chad composition, it can be blocked up. 


GENERAL STAGING ~ WORK AREAS 


7 Facilities ) 
~& demonstration may require a range of facilities (e.g. water, drainage, gas and 
electricity supplies). An overhead mirror may help to give a clearer viewpoint. 


Overall decor — | . 
Where there is a series of isolated work areas ina production, appropriate 
staging can unify them, to prevent a disjointed long shot. 


Dispiay area 

The staging gives maximum opportunities for displayed graphics to illustrate 
talks. 1, Rear projection screen and chroma-key background ; 2, Wall graphics 
area (with magnetic/adhestve surface) ; 3, Area for large maps. photo- 
enlargements, etc. ; 4. Picture monitor for cueing ; 5, Table caption holder. 


ie A a 


eo | Hsia LSS EDS. eee so) 


2 To ince, not. nerdy: involved; diene ‘glways’ “looks very 


-... simple when it is finished! In fact, properly lighting a rela- 
tively simple set for television cari -Sastly. consume two or even. Me yin MO 
three hours. Inadequate time and unc 2 Pressure: to > hurry,” always eae Hea 
wing ye RRSDLES - in a less ‘than. ideal effect. bas 3 Ses ve eee 


ae a. oo ja it atrene be pointed out “that in non- 


 cageaee television scheduling/production, ‘less than adequate — 
ee 5 Cime . £Or lighting is most unwise, especially when setting and 
backgrounds tend to be minimal and the role of Aighting, in 
ro ee pe ee assumes extra PRODOEEIORS: Shade 


| “The Aims of Li ting 


 Whareves ‘the subject, our Lisheing: genetally: has cntler | 


_ fundamental purposes. We want to bring out characteristics that _ 

are appropriate for our needs, and perhaps suppress. or -.congeal..o7 0.4%) Fs 

- others. We light to give emphasis, or even to. over- emphasize a gekas a Gee 
specific features. In broad terms, we usually. light for ee | 
Ses for oes and for Gecoraciye: effect. } rg he a 7 cous 


“Visibinity 


“We could re a bright Light ar two at. ‘the ‘subjack from 


Fe the camera position and it would be illuminated Simply and. ce 
- economically! Why will such lighting not suffice? It may!. But. bee 
it will not usually produce an attractive picture, to attract _ NS en 

~ the viewer's eye. Pictures should persuade the EE hold: Fs gf ee. 

“es attention. SEELEY: alone: is Pa reek SH A Be 


“Clarity” 


‘Close: scrutiny of ‘the. igtevision... screen reveals. Hew very = 
approximate is this image to the real thing. Detail is limited, — 


we tonal values are restricted. And yet we have to. convey inthis 20 ek. 
_. picture, an illusion of the real full-colour, three- NEN oe 
es BhOue. us’, ‘This is where methodical Lighting cee AIG tne 


hora fighting: is. ; arranged to conjure up an ‘Gitusion oe 


S gondat oy, to enable the viewer to create a mental image of. the aes 
oe" Situation in front of the camera. If we rely on. accidental | 
“py Lighting,,. then the very part of the subject | we want to see may | 
be in shadow; its shape or texture: may, be. unclear. ‘Communication| 
| acer ‘Information 1S lost. ro atic chee Wb ee 3 hr oat. 


ces eont page twos e504, Oe 


.. + tractions and ambiguities. .. 


9 Ss pape two 25... 


rm Pictorial Defects _ 


If the direction of lighting is wrong for a particular 
application, we shall see pictorial defects of various kinds. — 
Some of these are technical (more about this later), and arise. 
~ from the television camera's behaviour under these conditions. 

’ But there are many more obvious, yet. common, shortcomings. A 


- ¢ Jectuxver's .shadow falls over a map to which he is pointing. A 


bright reflection prevents our seeing part of an oil painting. © 
A demonstrator describes an article's rough surface, that looks. 


quite smooth in our picture. Careful lighting avoids such dis-._ 


- Decorative Lighting | 


Lighting may be used decoratively. It can create pleasing 


2% pictorial effects that.charm the eye and encourage interest. 
Visual appeal is an essential. Even where the audience is 


"captive", i.e. in a classroom, we must ensure that the picture 


not only conveys its message, but is enjoyable to watch. . 


AE 8 en Yer re eS 


The Character of Light © - 
We usually accept light as we find it, without a second 
thought. Eye and brain adjust so that we are not even aware of | 
its changing nature. The camera, however, makes no allowances > 
for what the user is particularly interested in, but impartially 
records the image from its lens. So, if the lighting has certain 
characteristics, the camera tends to reveal these, even when the 


_ Situation looks quite "normal" to the person handling the camera. 


|. As we examine lighting techniques, it soon becomes apparent. 
‘that we have several quite distinct factors to take into account. 


The quality of light (its dispersion) ranges from hard to 


~ soft. The hard light is very directional and casts well-defined | 


“Shadows. This type of light is emitted by the sun, spotlights, 
and other concentrated sources. Conversely, soft light has a 3 
diffused, shadowless character. It is the scattered illumination 


- that spreads from broad light sources, and from an overcast sky. | 


* The.direction of the light is all-important, for ultimately 


it determines how the subject and scene are modelled, and con- 
sequently, what they look like on camera from a particular view- 


| - point. It is not surprising, therefore, that light direction 


-. becomes one of our primary concerns in this study. 


‘iets Ooh page three... 


Se ahora! Pas 


‘The. eeioee ‘tenperature. or “Ateotour. quality" Of thé Light’ is: 


critical when we are shooting in colour. What appears to be ieee 


- light" actually varies considerably, and may have a reddish, 
yellowish, or bluish RE: Colour quality differs widely. with - 


the type of light sources. oe may also be coloured by reflection ech es 


_; eon sete sources. 


Functions of ‘Of Lighting. 
Having: examined how light 1 behaves, ‘Jet us turn to the 
functions that light ORNS us: rE ern ee 


8. to ares. attention to scifis: areas, giving prominence 
ox, BO pet eiculae features, URS, others. are fe 


Sh cea shape aad fovm., giving an. oe adorn of volume, 
ae contour, ‘size and proportion. eer ee ANG Boe 


| NBS TC eetabtish’ environment, ‘displaying subjects’ ‘surroundings, 
i se spatial neue ense oy scale and perepectiye: stage aie 


(4) To characterize the pibject and. its surroundings, -estab- Le achag ee 


oe Ae es aaa mood, atmosphere and time. 


“2(5) To develop compositional relationships, “developing and Nee 
Pe qe ee ‘tonal; oes a eee Bee ae hae 


(6) To maintain visual continuity to all the above factors. 


eres 68), Tis vatisey the technical requiremsnts se the television 
: ca oes ESM, its. epRLgINeSs and contrast “dames. slg Begs 


— Light 


_ ~The skilled spplidericn ‘of race light is eadediee tied at the 
reac of most good lighting practice. It gives a picture vigour — 
and definition. Many subjects appear disappointingly .¢ dull aud: 

: uninteresting af dit by soft Light alone. eh ae | es 


: "Hard ion creates charn’ aioe cut Seceneee Tt. can eee | 


_ shape and form distinctly, showing the contouring and surface ~ 
features of Sapemany flearly.. ee created ions ae is. well | 
ge, Core wg ee FOALS oe eee ae. oe Lies Loe 


1 ae 


we shee OMe page fours 2 oa ea 
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-. Hard light er ead shadows, and shadows have both a graphical | 
bale he vejie in picture composition. They can delineate 
planes that are fo caen- from our viewpoint, showing their outline, 
and SO giving us gH cater  eeera EGET, about the scene peeors 
US, - sie ity 


|  Sextows can ‘tee Hhodot geting ‘Sdenensives as rqcher the = 
_ from a fretted screen spreads over. the Floor. Shadows can also . 
‘reveal details of-an environment, as sunlight shines ‘Thrsugn a... 
_ window £0 be cast bid ees ao onto a BPaEhy wall. | 


| Hard Tighe fas the crane adventags ‘that itis se elctty con- 
trolled. We can obstruct. and shape the light beam by placing 

- . surfaces to restrict it. The light rays ‘can be made parallel, 

> and: by lenses and mirrors manipulated for particular speicarinas, 


~ &.2. reflected light effects, DEESESIES images. 


|  Heuet: “hava. iene has to be honikted- With | a certain amount. 
. Of Skit, if we are to. avord SRELIE its aetonigt weaknesses in. 
. Our: PEGE fiat inf. | 7 


Hard ‘Light can pesdas ‘Wosh:, coarse picture quality of 

| iidodtrabily high contrast. "Soot and whitewash" results are most - 

likely when unsupplemented hard lighting is steeply angled, from | Year. 
above, or to the side of the subject. Used from the camera position, : —_ 
it results in unattractively ELSE, eo EmABES. of our ‘Subject. : 


Every Gad light produces its shadow. In a mul ti- ean lighting. 
set-up, hard light can result in a series (of chet Led Su Ado inet 
CIStract or confuse the viewer. : : : 


7 ‘Peoperay appidell — Sontinglted, het light ante hikes dynamic, 
effective lighting. Usually it is blended with ar Sesion which — 


_. enhances its a oe apache 


Soft Light” 
| “Soft light is both.” a foil to ee potential frshiiods: of hard | 
Light treatment, and a form of lighting in its own right, that LS 


‘capable of producing great pictorial beauty. Without its use, 
certain subtle, sensitive effects could not be achieved. 


In fli Son! soft light. is : mainly enployed as a base Light, 


te alle a ‘fill light. 


Base light is an sagenret! Flea of sit light, that erevelns 
_ any visible area from. remaining unilluminated and difficult to 
_.discern. It thereby reduces overall contrast in the scene, bringing : 
tonal extremes within the handling limits of the. television A, . & 


hs, —— Ront base iene nelps to. paren high key rane | : ees 


¢ owba CON' S page five... 


(sees page Five... 


“FALL Light - is ee ici ticatin to 5 huiihats "the shadow a. 


areas cast by a hard light, to reveal information there, without = 

-. causing extra shadows, or totally over- riding the- impact Of: thes oh othe te 

= hard light. The main light. source (invariably a focused spotlight) a 
eas usually augmented by a Peer iseral fil1- ‘light. — ae ees 


Soft: light, however , is’ not readily vectricied: ‘Consequently, 
in using at to.light a subject, we are liable to find it spreading 


to adjacent areas. Even quite large screens placed around a soft | 
source Will not localize its light: if this: ais truly diffuse. 


| Unlike fociiséd hard Tight: ‘the eee strength of ‘Soft. 
light falls away rapidly as the distance from source to subject 


is increased. Consequently, a close. subject may be overlit, while ‘ 


another a little further Laaed ney be insurficientty illuminated 


or the same Lamp. 


Soft ight ‘should Be: used ‘ Spatinglye ‘there’ is a Genta an . 


to introduce it, in order to avoid or suppress shadows. If those 


(ea done ape due to badly positioned. hard TAB» ae result Seldom 


3 _ ‘Tises above: the mediocre. 


Light Direction aie de 


The exact direction from which. ‘Light | pais upon our “Subset eee 


". om a considerable effect on its appearance. The lamp's position — 


is all-important for predictable lighting. Fortunately, we can 


- estimate the result of light orientation quite readily. There are DS Ba Ses 
three basic light directions, and “any. lamp Pe te produce 8 sa 
oe of these characteristics. . He ptt Ae 


eo pada tune | 


_A subject's contouring and texture are revealed by the _ 


_ Shading and shadow formations visible on it. Lit by a dead- frontal 


| light a along the lens' axis, indications of texture and surface — 
undulations are minimal in the picture. . 3 -e fishy Dare F 


Pm. Frontal qacht is. more  wsually sed some. 10° to. 50° oe tie ee 
lens' axis, according to the extent to which we want to emphasize 


modelling 2 and texture. As we move the key light further round the 2 8a 


subject from its dead-frontal position, shadows of surface pro- | 


-- jections grow (a nose shadow spreads across a cheek, for example), 
_.... and the subject planes furthest from. the. damp begin to darken: AS.) Ee 
Ce rc ie are left in Praiaeenss shade. : : natty Bie eke he 


2s Seon! £ page six i... 
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* "When the Light source is almost in Line with a “surface, 
‘aes lighting) any irregularities are. given maximum emphasis. 
Located to the sides of the subject, this effect. is often termed 


“side light; while directly above it, the direction becomes top 


light. Both are forms of — light, but ig | uae) different — 


“an of the. weubject.., 


| . Cider ative Vighting, even li eee digitata that are quite 
: gw 7 My frontal lighting. are thrown. into sharp relief. 

| ~Obliquely angled light reveals” surface features of such materials 
-. as paper, fabric, wood, stone, “ane GUpRASL EAS detail in Carved 


__ bas- “relief, coins, etc, 


“ack Light be 


"et our ght source rink Poe bhee youd behind the 


", ssdbpeety frontal areas fali into shadow.. ‘(The far side of the 
_. subject is well lit, of course, as another camera in that position 
_» would show.) Now the only aspects we can see illuminated in a solid 


subject, will normally be its top and side edges, in the case of 4 


person, uauEey the Tep. of his head and SHOUAGERS 


If we are 1asheate ” a didustinmcnt subject, the hock “Vigne wilt, 


probably illuminate it more strongly than tee r rom a more frontal — 


pegetion, eas reveal its. structure. 


“Where J Do We Place the Lan S 


We have now met the principles tiuse underly all Lipieiny 
techniques: ‘the characteristic behaviour of hard and soft light, 
and the three extremes of light direction. The basis of lighting © 


is to be able to apply these principles to the subject and its 


surroundings, SO that they appear as we wish in the television 
-PIGMUESS, ee : . : 


‘ RTE AES RAAT PAELLA NE SMEG * B 


“ The Sthellied? douptets tighbing set- up is an arrangement 

often referred to as "three-point lighting". We can apply this 

concept equally well for any three-dimensional subject. It is no 
ritualistic routine. We do not always use all three parameters. 

We may, for instance, use only a single key pails and. BOGE 
phe Our choice depends upon our PUIPOERs | Sie ee 


ony ontt page seven ,..., 


hee ge sec ane 


The! oe Light is’ wis strongest {apy ‘the: main source bE. 


Eee arte He ‘It usually establishes light direction, creating | 


the principle modelling and shadow formation in the subject. 


Its most effective position will alter with the type of subject 


we are lighting, how it is positioned, the aspects we want to. 
emphasize and any external considerations (such as the posit’ 


-.. of windows in the set). Never use two or more key lights on « 


35 Single subject. The result will be conflicting or nullified i 
modelling, dual shadow formations;.: ener, eeteeee tg overall | | 
ae eee | ruse 43 oie amas ao, a 


a The’ ‘$d Light is diinaged next, to qortiianate thie: shadow 

areas not lit by the key light. Not too. ‘strongly, for we do not 

-- want to overwhelm the illusion created by the key. Remember, the 
“LEE Light. always. has a supplementary role. It should never 


dominate. It is often possible to light very successfully without 


62 ising any -fill-light:at.all;-but the results may prove to be cone 
| eo eee® more og and contrasting than: is SEprOpTi ate | 


Back light is ene a bons ce ene ‘Some scsi intro 


oma it as a matter of course, but back light is best applied 
.-. very selectively, both in amount and. direction. In illuminating 
the edge-contours of the subject, back light often reveals their 


- depth and form. Where both subject and background are of similar 


:.“h stones,. back light will also help to rim the subject outline so. 
_ that we can distinguish between planes more easily. Hathoot : this PEO 


cite: around 10 


‘er euler and Seis ins bee Sbiaeees at tbe he 


"Positioning the Ke iigne 


“Bor many subjects, we shall find. that our ey Light: can. be coe 
| to 50° off the lens' axis, as “previously _ 
stated. This will provide the pean and ‘the pacea ra that 
_ suits our PURPOSE’. 


: ae aes ‘the ay Vi phe is fete the Ania ices 
that 'makes the subject visible". But a well-chosen key does so 
_ much more than this. It. charge ly determines. “what: ‘the aie 7 
4p LOOKS Be kel", : 


= Ks swe moves the Lee ‘Light : away. ‘cron the lens! axis, we shall 
‘see certain changes taking place. The resulting shadows move in- 


“the oppostite direction. The further around we move the key, the - | 
more will these shadows be extended or displaced. Raising an key. 320" 


| dight its: associated shadows - move - downwards . 


. ‘Soi: for example, as we. ea he ‘Lighting angle for ge 8 
person wearing a cap, its peak shadow moves down, covering the 


wearer's eyes. Now we have to make a decision. Do we want. eyes He 
to be obscured by the shadow? (To hide their expression, perhaps, _ 


“yess Con’ page’ eight. oo. 
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an very dramatic situations.) If not, we have the choice of 
~ retaining the overall strong modelling, but adding fili-light. 
to illuminate the shadow. Or, if the shadow is intrusive, we 


may lower the key to shorten it.(or, alternatively, tilt back | 
-. or remove the cap!). Clearly, the position of the main lamp is 


ma important if we want particular aspects of ne SUNT TEE to be. 


| 7 ees and i wi ais dit. 


7 ‘Positioning “the BilL-Light ! 


Fill- light position is one of thas ;@ more contentious matters 
in lighting techniques. The. professional tends to have his own 
argued preferences ; although in the television studios he has all 
“too often in practice to rely. largely upon slung soft light units 


.. that are unsuitably steep for their purpose. The amateur tends 


_@ither to ignore or to over-use fill-light. Fill-light is primarily 
intended to relieve shadows, and render them transparent. It should, 
therefore, be neither over- bright, nor itself cast: shadows. So, 

fealty fill- ftght. should be soft, 


- Some pend like to ‘Wiace* ea ere on * camera itself, as 
a camera-light (headlamp ,. basher, spot bar or frame). As always, 


_. there are snags. The fill-light can dazzle the ee ru eames 


- working to the camera, reflect in his glasses and background, and 


may raise difficulties when cameras move around during multi- -angle 


_ shooting. The camera-light has several advantages , though, EE 

_ always relates to the camera's position. It is around the lens’ 
height, and fills shadows seen by the camera. The fil i also” 

Serves to illuminate close SUNJECTS. | 


Slung fiite1iehe has the mechani« advantage that it leaves 
_ the studio floor space clear for cams:is to move about, and re- 

_ duces the snaking floor cables to a minimum. Artistically, there. 
is the likelihood that the fill- light is not exactly where we 
want it, that it will be too steep, oe that it will Pyreae over: 
the entire setting... ae 5 3 . # | 


shins as Backlight 
Backlight improves the Pee eats clarity, ; Sa peri- 
~. pheral modelling of most subjects. Its position is not generally 


“critical although careful angling for Lesa aunjects i 
EO BEng out its particular features. : 


B ts ene ise speaking, we. shalt. find that. the most used form 
of backlight employs a single lamp, slightly offset to the side 
of the subject opposite. from the key light. The lamp should be 
er cm to prevent lens Epares (the top barndooy can | Shade 


7° ; » con! t page nine we °° | 


“ 


} og. ieee 


re ry DABS Pane yi 2 


ose: the eis or ee. one ‘Gesere. coming into shot: Restrict eet 
“Ets vertical angle, however, for extremely steep backlight | Pe heres 
creates ugly effects. Top light has nothing. to recommend at 4m: nhac Bas 
-.- most instances, for it Sven nancy 2 and t ADDATENTAY flattens the Pye 
~ horizontal planes of the Osten eae | 


"Portraiture 


Most BE us” ‘tena’ to be: pretty’ eraidibat: hen assessing pictines 


of people. Other subjects can be lit in a variety of fashions _ 
without. arousing ‘comment, but not the human face. As people | 
-— . constitute our main television subject, ‘this means that careful | 
Wa heatnLke techniques are essential. Se at a 


"Lighting } Wonen 


By "good portrait Lighting” we ‘usuatiy. mean a ieee tdci, nA 


‘ jp, Retreenien: EesuPt herd minimizes the | worst rae me and maximizes | - <ooy 
eS ee best. ie neces . 7 mh | ae Sate 


“With periiei te of women, mde 1s gene: best to pia! 


ee sorties or edge lighting of any kind. If a key light is steep, BASSE og 
_. eye-sockets can become black recesses, bags under the eyes Br cone 
prominent, shadows Brow to exaggerate : wrinkles and Py. other | 
eae lrregularities, : og St 


cl. astead Adghtine shetiid: be’ peasénably Fpontat “Softened- OEE ce 

re hard light, or diffused lighting can be very effective. A woman's 
backlight can be a little stronger ee one lar for a man, to oe ene at te 
| fae, definition to ) her hair. - Rete, | pot eet ss 


LAE weawant! to he patticutariy flatteving,’ a tow: power Lamp 


ean e used from just. below waist level, to light upwards and amare eric 
/ nullify shadows and sieesrea od oe: cast ey ‘the normal Lighting 
Set- EB | | | | | ty te 


a Lighting Men | 


“In Lighting men; slightly steeper  yighting: may r ihevade’ emees.”. 


emphatically modelled "manly" results. Excessive backlight Lahore 
. be avoided, especially on bald or thinly grown heads. Lighting 
must not glamourize. On the other hand, long nose_ shadows , black 


eyes, hot ears, bright foreheads, glowing nose- tips, big neck 


Shadows, etc.. "Look no Banca, on men than: on women, and should ce 
Blan: be avoided. ae ES aly . ae eee ga 


Beh I eg pt EE ace oe 
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“Lighting 1 Two Peoples | 


| There are three Farnured Firertions ‘for lighting a pair of 
people. Upstage cross lighting locates keys and backlights behind. 
both subjects. This is. a regularly used studio system, that. avoids 
shadows of the subjects or a sound: boom on the background. Some 
exponents prefer frontal cross lighting, particularly where space 
_ is limited, as the key lights also illuminate the background; a 
handy expedient if one is short of lamps. The aligned lighting 


» concept seeks to ensure that the light direction appears more 


consistent in intercut cross-shots. In each method, one can use 
communal . or en soft. light sources for. the performers. 


Ideally, we would light two people quite individually, each 
according to his own requirements. But in practice, conditions 
_ often preclude this. When two people are speaking together, they . 


“are usually about 0.6-1.4 m. apart (2 1/2'-4 1/2"). Especially 


at closer distances, it can be impossible to keep their respective .. = 
key and back lights from spilling on to the other person. Any ‘ 
attempt to do so by steeper lighting sinmly degrades the portraiture. 


The closer the people are together, the fewer are the lighting 


Opportunities. In very close proximities, it is inevitable that one 
person shadows the other. The quickest and usually the most rational | as 
cemeoy to. ‘Clear the shadow ds to LepessEaan: the people slightly. ree a it ; hae 


In a | deibiona. arrangement, ‘the key ‘yight: for each person falls 
- upon his neighbour as a back light. Economical but inflexible, this 
combined illumination may suffice if the people have reasonably 
Similar requirements. But fair hair,.baid heads, light clothes, 


. bare shoulders; all need less backlight. On the "other hound black | 


hair, curly hair, black clothing, velvets, require more backlight. 
Face tones, too, very from some 30-40% reflectance and so require 
different key light intensities. At best, therefore, the success 

. of communal light intensities can be a matter of luck. | 


.. However, one: can often improve the situation by reducing | 

the key or the back light area of the lamp beam with a piece 
of diffuser material. Where lamp-sharing is inevitable, this 
eapesient can Provide epromm results. 


Lighting a Group 


"Groups'"' come in all sizes, from a three-handed discussion 
to a large crowd. And yet we shall find that the underlying 
philosophies in our lighting approachs remain similar. At one 
extreme, we can light each person in:!vidually. With a small 
group of up to about a half-dozen people, this is quite feasible. 
At the other extreme, it may be possible for us to light them en 
masse, with a communal "three-point lighting" layout. Within | 
_. these extremes, we have the concept of lighting small subdivisions. ny. et 
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_— Denonstrations - - Typical Set-uy 


ROE SIO n: 


Where people ina eroup are veil enaciiay ina. ae: ha panel, 


een in a quiz, or speakers behind a long. desk), it may. be..pracm | Si 

.. “ticable:to light them separately. Each person. has his own a aie ete 
_.. power backlight and a key light. Mutual fill- aa will ‘be .. | 

Se Ccareposci as sort. light cannot be, confined. | : 


: -I£ our ‘cad E, group is, clan: packed. soaks we » may ent ENS 
eve it as a whole, with a single powerful key. sete one. or two. weet 
ge hackiiphts and an | assembly of soft. light. wea 


eS aie we divide’ the decently into a series ne sabe 


RC containing, perhaps, two or three people; each. group has 
dts own shared key light and shared backlight, with fairly - 
- localized fill-light. It may not be possible to barndoor these 


lamps precisely to confine them to the allotted areas, but a. 


~ jimited amount of spill onto adjacent sections may not. matter. Neidte Foes hatte: 
In a orchestra, for instance, we can light groups of strings, ee 
2, OS etc. eu’ subdivisions of four to ‘Six x Players « eee 


ca A demonstration can. be an. exacting exercise, for it Seplape 
both good Doct rar ete and clear mode Lang. of, ‘the: Subject ee 
ee ee ig. WRI me Bie ee oe Me ee, 


Keep the oe light dom. to. a Ceasonably: shallow vertical | 


ay aa if possible (say 30°, i.e. 2V). If you make it flatter 
- (between 3V and 2V), you may dazzle the demonstrator, or prevent 
his reading any cue sheets or reminder boards near the camera. 
There is a greater possibility, too, of "kick-back" (hot spots, Oe aes ede 
-.. flaring) from Piet: toned Or. t B1OSSy. surfaces , Aas. for specular ee 
Soe, PERLCEE ORS etekw tan Ne Ae ta ir ae ee ee fey hoa as. 


Sy ones ee light v worsens ‘porteaitare espe setaliy. ‘whens’ 


pe he demonstrator bends over or looks down. In addition, it may egy aint 
oe ees shadows from any pyeread obstructions, fee Se :Y mirror). oe ae 


Wall Ee piave. in the ae of maps. schares ‘or. ee a wr 


a familiar adjunct to many. demonstrations. Care. is needed here to... 0°.) 

“prevent ‘the demonstrator's shadow falling over the display. Che aos ee 

whe ht aoe LE necessary, whether. he is left or right handed) or to avoid tL ees 

oo fae “anal tiple: shadows and oY: Spur tous. reflections Aro the Surface. OES 
in: graphics PN ae caer Haun ene DRE Giey SpE G EET EY et tee eae 
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 Henewetarions ~ Lighting Problems. 

“Demons tpaetows are a staple Sar BOE for 4d seletieion | 
camera. They range broadly, from formal lectures at the labora- | 
| ee bench, to Fase ononie revelations. at the kitchen table. 


The’ thea drawback. to a senate “thrée- dak anne” 


tes genet is that the offset frontal key light may not suit bolt 
' the demonstrator and his subjects. Its angle might not provide 


optimum modelling for items on the table. Subjects may shadow. 
each other. The ey meee may: also over- ac amiate. tas. front; 
a: the table. Sg 7 : a Oy 


To improve “the flexibili ty of This arranceriont: “we can | 
barndoor the main key, restricting it to the demonstrator , and. 
- introduce additional localized lamps to the front and side aa 
the table- EOP, to ‘light the » Sesh « more effectively. 


| “Where an overhead mirror is ‘heing, ‘used to ‘wrawide § a camera. 
3 with top shots, we may also be able to utilize it to redirect’ 
- a spotlight downwards , projecting, epoca fede ling 3 Light. 


+ 5 ae items on the table. 


“Backlight 4 is: always ‘Hable to: cast Shes Bataan en's Ss. 
| shaadi forward across the central working area of the table, 
.. causing obscuring or ‘Gistracting shadows over the Puneet he 
8 discussing. | 


We may be ails to aaid this a. using a aawee angle back- 
-. light, that is barndoored to illuminate only the demonstrator's © 
head and shoulders. Shadows from a low-intensity backlight may 

_ become sufficiently diluted by KEY lights: to be ce unobtrusive. 


- Another approach is to use a soft backlight in ‘over to ‘ 


avoid these shadows altogether, but it can give less effective 
wanes: and ats te aor ‘tight is Rot so Tepes Pont eS. 


“e Problems of Lighting 


(aoe practical neraileins can be caused or aggrevated he | 


staging and production. These can make lighting arrangements a 
2d ae ann or erence portraiture or picture quality. 


” The presence ‘of the sound boom. ‘(hicrophone boom). is a ‘major 


consideration in television lighting arrangements. The main light 
_ (key light) is usually located at an angle to the boom arm, to. 
_ ensure that its shadows are thrown out of shot. But where the 
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“mike ¢ or Goce siadotis! appear. an Aa piceare the prions: ‘ares 
~ to move the mike (sound may suffer), to change the lighting CEHIS* ve... 
may affect other shots), to modify the shot _ (tighten - it, or, change... 
its angle) or to Nore the performer: ny vita aeraasd Myr Basan Fe be De NS 


2 Shadows ‘are the essence. ok dynamic dighting’ “But hie he 


gang in the wrong place, they become a distraction, or destroy Bes 
the illusion. Where one performer' s shadow falls on another, or ° =... - 
an item he is demonstrating, it is usually. easier to reposition 
people than to re-light. Shadows of a camera may fall onto the 
subject when shooting from nearby, or high over it, sO > Lighting 
“heeds careful age for such shots. a gh a 


: “Lt is better: to avoid iaeai one seonie ie to backigedurte:. 
right in the corner of a room, tucked behind a pillar, or under. 


an overhang (ceiling, arch, beam, or chandelier) for the Lighting er 
there is often determined more by. the mechanics than by artistic. 
-. considerations. This is particularly true near pictorial back-. | 
grounds (photo blow- pas -rear- screen i erojection Screens): or. ne ee 
in, DES structures. Ge ed OEY ORES Rion oy eon "oh ght Ee 


“Excessively bright Si faeae bom out as. ‘plank doteiliess he 


an Caeds in the picture; whether they are too light in tone, too. 
- shiny, or overlit. Sometimes lighting can be adjusted to compen- 
sate, but it may be necessary to change the article (white shirts, 
papers, table coverings), or darken them (spraying ¢ or App ane) > 
‘doling them (wax Sprays or obscuring: Che 


‘The visual effect ok any lighting set- up abkers Miah camera 


* ylewpoint: Repositioning of subjects or cameras, needs to be taken 
into account in the lighting treatment. Consequently, Tf thence 
director makes substantial changes from the originally planned — 

-. shooting angles, results can be unpredictable, even inferior, 
unless the lighting happens to be of a very generalized nature. 

- Moreover, any revised ee treatment may a patie Sige 
ee of the production. wants e ee acih ede Ey "is ree Set 


‘Faults: in Scenic Lighting so: 


‘When Lighting: a SA hihb ites easy ‘to ‘become pre- occupied | 


- with some aspects of the operation that we overlook others. Pe 
Certain pictorial faults arise. regularly. We should look out for SS 
them and remove them as a routine. Listed here are various | 
» defects that we shall meet. Some are aggravated or. caused — s 
Staging, others - inappropriate, Sesgedur gare | ne 


“Ves con't page fourteen. o.se9 0 


. page fourteen .... 


Tones of the staging and Bier sek drossings may oneal the 


tonal range of the television cameras. If a tone promises to be > 
_ too light,. shade it off. If too dark, increase light on it. But 


-~take care that adjacent areas are not incorrectly lit as. a result. 
‘Overall contrast range should be around 20: a a et, 


3  Gasneti : Pieheins can be “nicens Bice attractive. But ensure | 
re the darker and lighter variations appear appropriate and. 
- purposeful . Generally try to avoid bright areas near the top of 
the picture, with darker areas below. Where lighting is. intended 
..to be even overall, do saanal Ge content, with — patchy, 
SLs e | - Pe 


"Geaielinius: highlights, in the form of ‘bright ‘hot spots or — 
‘specular reflections, may prove unavoidable. First aid includes 
_a dulling spray (antiflare) on. eer or oe surfaces , ma 
ene the eenea « | , | 2 Se 


Boyes shadows: of - many ands can arise Silos of slung 
lamps; practicals, or scenery can. fall upon the setting and the 
performers. We must check for shadows or unevenness on surfaces — 
intended to look flat or unobtrusive, e. S- es etc. 


tea oblique, dighting . on these surfaces. 


Deiy shadows are. usually apdacilss distorted: a oe, “Or. 
obscuring important detail. Elongated strageling shadows, Clumsy 
architectural shadows, or "inexplicable" shadows that are @ 
_ difficult for the viewer to identify, alt require | attention. 


2! Multiple shadows Said be avoided; although they cannot 
always be eliminated, pereteulary where movement and apleipls 7 
_,, Caner i ial are. ‘involved. cn Sod based | 


-. Spill- light may ba responsible fox extraneous tight streaks 
or shadows on nearby walls. When setting any lamp, do not overlook 
that it may be causing spurious effects elsewhere. Illumination 
from a lamp lighting a foreground Suhoege Tay travel beyond it to. 
. distant: pants’ of ene scene. ai. | , 


- Lamps in shot can be: a “tratual: cithamrastiiont, ‘Avoid this. by 


mee ordination and careful planning. Lamps slung below wall height | 


are particularly susceptible. On very long (distant) shots, lamps. 
have often to be rigged proportionally spe or nie tec: off, to 
avoid their BppeaTAng in the People Re wut | 
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a rman 


ee In the process. “of ecuehisscn ‘Taghed ing we encounter two Gian ss 
Cle aan Neonfined spaces": when shooting in: cramped GUAPET Ss: and when Pate rg ete 
Sai Tighting access to Staging is “restricted. : | or 


Ee sah 2 es camera- Light; in the forth bE a “Hood or ein eeraats Weblecter (ots: | 
lamp fastened to the top of the camera head is a useful ACCESSOLY era UE 
oo in-confined spaces, but resist any temptation to swamp the action 

with such light. Frontal Lighting: is often environmentally unsuit- Doe 
~~ able for restricted areas, and reflects as. hot spots on backgrounds. 

oi | Moreover, it may overlight close subjects. ‘Spotlights on cameras — 

. have the additional disadvantage that jcged effect can often Bes. 
aie cee to change as. Ane: camera pens around. ere we 


‘Smal lamps thay be. heeacher: to structures | near “phe camera, 


or to either side of the action. Screwed on, stuck (gaffer aay 


clamped, or clipped miniature light units, ‘are invaluable for — 


- this purpose. Remember, top light produces stark results--use > mars 

_ for dramatic purposes only. Rather than use top lighting, intro- 
_..duce side lighting to enhance modelling, with careful shuttering = = | 
(or flags) to prevent unattractive light streaks on the background. — 

_ Light. break-up with a cookie, can: ‘prevent light direction from ae 3% 
being too oe especially where, an ieee no ‘illumination Mia A ae 2 

_ Should exist. oe i te jt tee See Ste are? yp 2 ade 


‘Safety is peep euian he important ‘when: working in pene aed 


, “spaces. Lamps emit a considerabie amount of heat. They can scorch ke Ps 
“i even ‘set’ fire-to. nearby. drapes : and furnishings. Cables should be aes 
concealed, oid elipped ee to avoid da riepaacneaniries - iithueaage 


Li hting serine 8 


Nese: Cele vaton studide Hine: among eae ea ae staging < | 


Secaaie that. maid-of-all- work, the cyclorama (cyc. )e-A plain, 0 
yp“ Single- tone area, the cyc. is used variously in off- white, light 7 
a Brey» black, and ee and dark blue. Euhraacicae an ae is ae 


pa Special cyc- Lishies have eed desiened. to enable "ey clowanisse =: 
ns! be lit from. relatively close ‘distances. These tungsten hadogen = “2. 
- strip lights are so constructed as to reflect hard. Light ani anos: Ue 

i aise Slongated Lobe, WELCH epreads: penal Srey over he cyclorama 

ca eee eS a ek Maat eg pee Ps phe aed | Pees toa Gees 


eee ae cyc- Haghts. can be moc tnnea as a -ecoundl row to. 


-.. illuminate in an upwards direction, to produce an attractive 
a ~gradated effect. The lamps: are often hidden behind a low vertical 
scenic plane, a ramp, or a concave strip. A combination of hung | 
“iy cyeé-Jights and a- ‘ground row ‘efaules us to illuminate ae background 
a ey overall. 3 vs ge ae. : i . 


| . is : page. sixteen “a2 « @ 


ee pe Ae rare ere reer orien en reer err ipaer Jere mo raw 


= OP Se daylight isa very tial it-or- leave- it” commodity! 
die hage to accept it as it happens to be, or alter cur shot to suit: 


the prevailing light direction... Failing that, we have no choice but. _ 
to wait for more SEPSP eee Magee conditions, or try to manufacture | 


“our own. | 


te od bia dt ait setsecsine for overall brightness 


_ ‘changes. by selecting a auabaoe dens Spey Ne as We oneness: 
»monitor the prsture x. f * dheh | 


7 "aaa. ‘there. are Perouse fot whteh: ewe 2 is no. tape min) 
“the. quality of natural light. can vary quickly, too. Sunlight 
- creates strong modelling (not. always appropriate) and relatively 
high. contrasts. Cloudy skies result in diffused, flat lighting © 
* that gives dittle or no definition to. | SESECT leaving them ; 


| ed cole Ey and S0m.. 


Consequentty, sea using dete: “we. fiend — to. be 


en to adapt cur tactics to prevailing conditions. Pictorially, | 
- the attractiveness of. a daylit Scene 1s. least for overcast condi- 


tions, low when the sim is directly behind the camera (frontal), 
effective from a side position (usually a dynamic effect), and 
extremely attractive when shining towards. the camera as backlight 
(but Planes facing the camera may prove underlit). | 


Le natural ‘Ggiwite. is ‘unsatisfactory, there are ae) a 
limited number of things we can do about it. We can accept an 
overcast sky, and for small localized areas introduce : strong. 
key light to provide modelling. But compared with daylight, even — 
powerful arc’ lights appear puny, save for restricted treatment; 

_ particularly with a stopped-down lens. When the sun shines, we 


can orientate action so that it becomes side or backlight, and 


use xeniecved eaeEr or lamps to lec pcimmcrine areas in shade. 


RePlectors are ‘simply large boards eid up ‘to  reElect- sun- 
Light onto our subject. The light quality is determined by | 
their surface finish, being hard from metal-foil surfacing, and | 
soft from white uneven finishes. Unfortunately, reflectors need 
to be clumsily large to have appreciable coverage, and so are 
- susceptible to wind rock. They are, moreover, entirely, reliant — 
upon: the rena for chee, efficacy. | 
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| Using Col Coloured Light : 


“Colour ‘provides. snares pee the wawaeyE. Coloured Light: afters: 


Soe opportunities. But just as easily, it can. ep ber 
PPS acne garish: or bizzare results nan from those we lptencieds: 


To obtain aces Light; we use’ especial thin plastic or. 


taeda. sheeting. This colour medium, available in an extensive. Te ole 
- range of hues, is fitted taut in metal frames clipped in front - | 
_ of lamps. Never fasten medium directly over the lens. The materia. Cre 
-. will crisp up, and the lens (or bulb) may break through overheating. = 
_ Gelatin sheeting is quite cheap, but is brittle, buckles, and oe ate 
_ colours easily. ‘Although thin plastic sheeting (e. g. Cinemoid) 4S: 
more expensive, it. has mcbpeese anes and: “hue tai aeoewi ae and — 
hes non- ‘inflammable. . she SNS FAR ee Pig ag leal eel) Se te Vl be ee 


est The exact result: any piout ried avddiees 4 is. “anf luenced by 
* ht the lamp's brightness, its colour temperature, and the surface  _ 
colour it illuminates. In a colour picture a white surface can vig a HS 
look multi-hued (orange/yellow/blue) if lit ‘with-‘'white:light".of 6... 
varying colour temperatures, although it may, “appear, of quite EVEN Se 
eae in mOQnOGHT ane reproduction. | te cer eee 


People : are esana: éemvincing]y lit by: calaured Light, ecesetn® 


a for startling effects. Completély unnatural colours are the most eee 


striking, but even less audacious orange or yellow illumination ye 
(used for firelight, candlelight, etc.) quickly palls. Only white. 


a ght really produces attractive portraiture. The low colour — 
temperature light from dimmed: lamps can. produce unacceptable ~ 
Re ae eva in the form of red- orange faces or eae hair. 


belourtd Jaght has ovéat: notehtialities ‘when tine 


_ attractive background display effects; whether for a Se eae Coe e 
-. illusion (e.g. blue ho ae eae or a decorative one (e.g. suiting = 
"the mood Of manic). 3 Cr or a an ee ee 


Be cautious shott using aeroheay. ehiguied pasveteunds: eer 


| . fates: Because skin tone tends to be subjectively altered by the _ 
colour of its background. (moving towards the complementary hue of © 
coe oh the ‘bacl kground) this | can ere the. apparent. skin colour in | the pee 
final image. Pes Rey Wes Ga, CE peak ead | | , | 
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“Vigheing Graphics | 


oe - Wemanaes (captions) ‘ivetade the: various flat Biepiys suc | 
“as. Pa n.cwri charts, maps, used to illustrate television | 

.. programmes. Titling. too, are often set up in front of the. camera, 

_ to provide identification names, sub-titles, cast lists, and 

Similar written information. Normally they present few difficulties 
but where lighting -is. =| dias nPULLOUS effects | can mar their 


_. ee Or. sale PEIZROLL EY: 


Bez the: tears ‘itendnwcine a . graphic. is set at Rad ‘obTioué 2 an. 
| wate, any surface irregularities are emphasized. Paper may not 
be equally. firmly attached to its background card, or the backing 


_ may buckle in the heat. So too, any. textural variations (roughness/ 

~<" smoothness} in the graphics treatment, or any retouching altera-— 
tions, dents, or hears iat “can become soompi under such edge. 
og lighting. , Bom e.g h, aby 2 er 


| Even i it emindeBae is. exseveian. for ate best: results: K-soft | 
“Light either side of the graphic is a good general solution. 


a 20080? that, .a Fresnel spotlight some 3m. (10') or so away, at 


ee 20" 30° vertical. angle Get above that) ae na suffices. 


SET LI 


@ 


round L 


. " ir. 2 


Direct Back-Light | ‘Ratiowing Edge- —_— 

| Rim Lit Edge of am Side: ‘Light 
Subject ee 

- Progressively 
| Hanes | 


Modelling 

Side- tight 
 Edgeclight 
| Senior Surfece 
Modelling 


"Faces s Hoiggord 


ees i a Rim ahingoa: 


Subject Top 
Progressively - 


fo ay 
a Barros, 


| Flatiening 


Generally | 
_lneffectual 


‘Ainde r 
a 


_ Viieased ak 
Upward Shexdows 
Supernatural Effect 


PORTRAITURE 
Lighting goaket 


The effec tof the aie changes with its angie. 


. Pitfalls i in ae : | | | 
‘Ugly effects can occur through shadow formations. or. overbright areas. 
1. Bright top to a head. 2. Bright forehead. 3. Bright ears. 4. Bright nose. 5. 


— Hot shoulders. 6. Black eyes. 7. Long nose shadow. 8. Black vib’ fromneck  — 


shadow. 9. Excessive modelling. 


In this example, 1.2.3.4.5. are due to steep bright backlight. 
2.6.7.8.9. result froma steep bright frontal key light. 7 


Fee PRR or ae REE ET CE SIRES NDE RE SRE orgs Seen gO Soe Se eaten aimee gate ty peg, 2a epee gee cee Le ees eet 


Increased. 


Sed ae ee a eterat ek eae eee 


S 


. Snac So wT eS ; 
_ 1. The position of any lamp can be located relative to an | imaginary horizontal 
e eth face with the subject at its centre, and a similar! y centred vertical clock. 


— BACK-LIGHT 


~-FULELIGHT | —KEY-LIGHT 


yav 


PLACING LAMPS | 


Three-point lighting - 


This basic three-light set- up er fil and Back lights} known # as three- “point 


apes hghting. is used for most three- dimensional subjects. 


c stale positions Pia 


?. The camera position is at oe OV. Intermediate positions between ‘hours’ 


ate shown by + (clockwise) or - (anticlockwise) ‘SIGNS. “Hours” represent si 
steps: minutes’ are 6 each. | : | 


“A GROUP 


| Individual traatment — 


dn this regular group situation estat for Nindessiden! oF nce ach person is lit 


individually. (The fi light may. be provided by localised ul conan soft 
light Luts.) Baie lamp ea tigi are shown. 


| Pe ocenci treatment 


Here, all the group shares the sane overall three- -point lighting: The direc- 
tons etn Intensities may not sult sie! members. | 


Sub-a vision 3 | 3 
Ie a key, backlight and fill. light a are shared by each pair wathin the group. 3, 


— 
Pas aes 


500 Watts 


ee ae 
> 5h lady eee oe eg 


ay SF 


6-8tt away =! “~ 
-TkW 


Sa QW 
‘Height 4-8ft 


DEMONSTRATIONS APICAL SECS ae 


The danienatiation table | aa uit bay | 
The key light here ts relatively central and the tll: ight well offset to suit. 
| —CrOSS | shooting cameras. | Wahl agen nee TE, ged 

» Bac klight may be thy a (bamdoored from the table or a soft Hight source. 


The vali Gaalaes. cake he 
~ Ata wall display. ensure that the demonstrator: S shadow does not obscure. 
. Avoid bac Khght threw: shadows forward ¢ over ithe wall. : 


DEMONSTRATIONS. PROBLEMS . 


Lamp heights 


Try to avoid a steep key {1V) for demonstrators. (They tend to look 
“ downwards, and facial modelling increases.} 


A shallow key 3V throws shadows of close cameras over the table. 
Backhghts can throw forward shadows over the table. 


ti Localised lighting 


it may be preferable to confine the re key light to the somibnatier aie 
igh his table iia dai ak : , . 


Subterfuges 
_ Overhead shots may be iit via the mirror the camera is using. 
Soft backlight may avoid forward shadowing. 


ming 


en Buictly what. a <elevision director does varies ‘between 


organizations and with the kind of programme material he is ae ae 
--— handling. He may be totally responsible for all the business oe cy 
ete presentational aspects of the show, in a combined role. 
of producer and director. Alternatively, he may concentrate 
on the creative side of the. production, and leave’. 08 re 
administration to a producer. But whatever the job— embassy 
- we find the director the key figure in the studio production | 


“team, guiding, co- relating and unifying their efforts. 


“Most Soop think af the peieuvosor: davector as ‘the 


“~~. person in. the. production control room, heading his production — 
| team - the hub of the production operations. But this is any, 
‘ore part of his job, albeit the major part. Underlying the work - 
here, we have the important preliminaries of choosing and 

interpreting the programme ‘subject, . the. organization and 


planning. There is the selection of talent, discussion of 
treatment methods and equipment with specialists, ceseavth?* 
_ pre-studio rehearsals, devising models perhaps, and the © 


anticipation of the thousand and one facets that go to make Ape nS 
up the total show. Contributory aspects do not just appear! Be 
-_» From the preliminary idea to the edited product, the director pos 
1s the architect of his gecesi >, for. which he Uitiontely:., - 


“accepts the be pmearcautt 


Composing ‘ihe Picture 


In’ "composing" - mice” we are , deliberately framing.” 


oe positioning subjects to create an artistically appropriate Sion hfe a 
nine, § OELeCES We aim to direct attention,” ase to Seve a eet ed hy ag eek 
Se greta reaction. Pn Baste a tey , fy ek BI REE ORE, gee athe ger, Seo sk a 8 


“Flat “aiects: ‘foadatines.: maps) ‘should be Sue _ straight- on eee 


seen avoid distortion. But solid objects and scenes in depth — 
are often best shot | more ee Remit anges to the: eo 


SENS axis. 


‘Avoid. hapheinand distribution Of items ina picture, or" ed 


Sage bunching, or strung-out disphays quatesd, aim to 


- he related, unified Bross. 


Paice pee craie Stems i neGnien ae ee can  omiiaeize or 
: Y cohance the illusion of depth. But avoid continual peering 


ek ee ’ through ty cal crt A eee pen se Son sare be 


to look natural on screen. ‘Avoid. large contra: gaps between 


5 ae If eae ean se ie cross beer? 


Do not line Becpis® up across “the shot, but vary ‘their 


Se ae : | distances from the camera. 


| 2, a 


vine’ page twov.s: 


Avoid ian: masking. © eac h thee, ‘cutting off parts Of" | 
ele Have movement. to: and. from EpNGNAS | Or acc A Rca 
“than across the screen. mee Ware) : ae 


| ghia entrances ar exits. eotionke the sides of the frame. 
Avoid close shots combining both standing. and seated persons. 
Offset all. shots of. profiles, or 3/4- shots of Penns: Such: 


looking: ‘room improves. picture balance. 


* Rik Sich, decigental effects. as” “scenery, props, etc., , 


2" behind people, becoming "halos", "wings", "horns", “hats'', 


2 eee lines | in. ee scene cutting across People Cex: at shoulders , 


7 4 "uanerbawt | items | in. the: hoe away ‘Eront 4 the: oi ue . 
aoa ‘Headroom.should suit the length of shot, and be similar 


in comparable: shots. Avoid excess space around subjects., or | 


overcrowding in. ‘the shot. Do not. let pubyects: lean « or rest on : 
"the Aa 7 | 7) ee ae Lp 


“Avoid. salle eae save debe: a » bere position, but. alter | 


em camera height only for.a deliberate purpose. Camera height can 


_ affect picture impact. Low angle shots dramatize situations 
and PEOpes isa angle’ Shots. reduce their ee and Amportance. 


Clarifying the Shot | | 


| Directly a shot. appears on the screen, the viewer's eyes 
' scan the picture for information. He assesses, interprets 
and relates the new shot to the previous one. LE the viewer~ 
cannot see the subject clearly, or looks at the wrong aspect — 
_ of the shot, he is diverted and wrong ideas develop. How 
subjects. are displayed therefore, has an important influence. 
on. how iancchet byes ideas are conveyed to the: adden - 33 


: Do not try to show too Hach at a time. Simpbity grouping, 
and avoid over-complex arrangements, or dual centres of 
attention. However, if: presentation is continually stark and. 


»’. basic. (objects isolated against plain backgrounds), the. results 


can be pictorially dull. Over-elaborate crowded shots, on the - 
~ other hand, are liable to distract the viewer's attention. | 
Background tones should be subdued, OE contrast With the 


f . subject, without SHEPY, detail. 


Visual ariy can Sa lost. ain sists that are too. Gldse 
or too distant From the subject. Detail is hard to discern 
in a.small image. But in too close.a shot, this detail can 

become unrecognisably over- enlarged. Over- close shots of 


_ photographs, SIGUE YIIES book illustrations, can i Baa EY. 


pai Gone pane THES gews 


ee sea ‘their: clatity? ‘The viewer - cannot: gain extra. information 2 
but instead sees fuzzy detailless | ‘Shadows , or evidence of Pete 
OF, line structure. | : a eta see Rey eues Saha 


‘Choosing Picture Transitions | 


~ Because in. television it is Saly: necessary to press a ae 


button or move a fader to achieve any type of transition 
Pian Say it is. all too a5y, to use them indiscriminately. 


We. shoutd 4 never he wabaal: about: a transition. ne ‘shoutd” 


ae aoe tc. and appropriate. Whether we cut, mix or wipe, 


affects the "feel of that part of the production. It can. 


even alter the audience's interpretation of the shots. Strictly : 


speaking, we should not make a transition to another shot 


until the first has fulfilled its purpose - the information 
in the first shot is absorbed or its action completed. If 

a shot is held for too short a time, the information or the 
action are incomplete or disrupted. If we hold it for too. 


long, attention wanders. How long we can hold a shot, therefore, 


_depends on how interesting it is, the action it. contains, Pe sate os Se. 
_. significance for the production, the mood required, and SO om . tes gee 
| one use causes ambiguity, contusion, ep igeaecng y ae 


The cut is  Benanies It makes an “immediate: comparison ee 


= ats two shots. There is continuity. The action of the 
piace cepurits shots ss dae SGNEIRUOUS <a siege: | 


Preferably, cut. on movement within the ones asa | 


person gets up, as a head turns or on a exit. A cut on dialogue | 
(not necessarily at the end of sentences) gives emphasis. © 
But remember, where a cut interrupts action (during a movement , 

or within a musical phrase) it can disrupt its flow. In : 

~ general, it is advisable not to -intercut Specs still and 

| “moving shots. Re ee : ioe 


Saades- in oe out *: black " penbially: Gees” a Yond apse 


Eoaaies of time. How long, depends on the fade rate. Slow fades have 

. .. & Smooth,: gentle, ‘peaceful connotation. The fade in is an ee 
aes introductory, pepe transition. ‘The fade out conveys conclusion 
ee OY dying eda | , : ti tee ne ein at : 


The mix is a comparative ‘vransition? Weawing attention: 


hors similarities or differences between subjects. A mix may _ “ 
-.. imply a short time lapse. Fast. mixes: ‘tend to indicate concurrent, 
- parallel action. ‘Slow mixes provide uninterrupted picture 

io s.klow -° quiet, restful transitions. ee Wey, abegest ree 
Haldar Sescaet in ‘time or acne , pid ls Tere Bee 


Wipes « are seseeutaalay. deentative Hoon: One picture bg | 


pee in to another, obliterating it partly or totally. | 
“iy. The shape,’ speed, direction | ee edge- Hlapeness) are e adjusted.” 
| eat $0.8 suit the effect required. yee ee poets | 
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Sosy page four sso.’ 


| To rrenster the viewer's attention to another subject, 
or a fresh aspect, we can often simply pan and zoom from one - | 
to another. But "hosepiping"’ techniques, in which the camera 
-. continually pans across the. scene, look indecisive and. 


amateurish. ‘If we do not want. to: move the camera around, Tt 3 
- 4s us a then! effective to. cut to another viewpoint. | 


| Cutting is ‘campata vel iisenee we relate the ‘two 
shots). ¢ their: ‘significance, | their subjects, viewpoints, 


_ diyections, speeds. We can make good productional use of - 


ce” RET effect, but have to guard: against suggesting such . 


. rela ationships. accidentally. The results. can be quite 


disturbing. ~-or amusing - as can.be seen in the common. 


eae known | as: transformations , Size | Emp , ponitign twists, 


“Teas any ‘interview; Wiscseieac or talk are ak 
we usually. cross-cut between the: speakers, watching their | 
delivery and reactions. Clearly, if: these shots are too. 

_ closely matched, undesirable effects can arise. Instead, | 
oa certain. amount: of variation is preferable although it 
al ap be so diverse as. to Misrupt. the visual flow. - 


Above. ail: never cut ‘ieee nearly ‘adentigal: snot’ 


ral = ge the same subject (s). It is Surprising how often, when 


_ left to devise their-own shots, a team of cameramen can 
-. unknowingly present a series of Satan pictures. Switching. 
_ between them may SceyS nour but disconcerting visual | 


7 Fs Bee: shane shots, in duck’. a person trom Rare Of bn 
is included in consecutive frontal and rear viewpoints 


- (over-shoulder shots), are regularly used when shooting | 
--. people or locations. This technique helps the viewer to — 


establish or maintain a clear spatial relationship between. 

_ the subjects. But, if using this, be careful to ensure 

_ that the intercutting cameras are on the same side of the 
imaginary line that joins these subjects. Otherwise, reverse 


. cuts can result, as subjects. appear to exchange positions | 


in the frame! “Although: some directors ignore the problem 
(through insensitivity or perversity), the spurious disturbance 
‘to the viewer, as he searches the picture to see where the 

_ Static subject has now gone, i hardly. CONE ET PRTES. to the e 

i es PERS ae “s Fughh Foe 


Using only One Camera 


“At first. echt it mi ght’ bie ‘iteghee: ‘that a eines. 
’. television camera can only provide very restricted productional > 
Opportunities. In cade with Gp er Gann. and a paras 


ead Con’ t page five .... 


Ne as 


wees page five... 


ret very ebtectine presentations cae ha devised, 
ae se baa ae for localized or eingte. aegis situations. 


- Even ‘where the camera : does not move at “ail. “ithe ee 


 _ presentation need not be unduly static. Movement can be eS 
introduced by having the performer change his position, 


walking around within the scene, transferring interest. ‘fromss! 


i one area to the next. If the centres of attention, are: ° + ; 
on arranged at different. distances from the camera, variations — 
in shot size are achieved without altering the lens angle 2! 


or camera position. In a display situation, larger subjects 


ES can be placed further from the camera position, “and small | 
_ subjects for close-up shots, on a foreground table. A small 


turntable could be used to rotaté an item and show its. 


--- various aspects. Occasionally, you might pull focus Ren 
aT ee ince to transfer audience beaciiane was je oe jo tay, Sag ee se 


“Te the camera “position may be changed; and the jens’: 


judiciously zoomed a single camera seems far less restrictive. eae 
_. Shot-size, and viewpoint can be readily adjusted. The = 


performer can move, and the camera follow. He looks down to. 


-.. pick up an item, and the camera tilts and. zooms with his . 
| pane to a close SHOE, as he reaches out to take hold of it. 


Whese only « one camera is “available: ‘therefore ES if 


it is static), fluid production techniques are still possible. 
. Treatment does not have to degenerate into simply zooming 

and panning around. By cutting away to inserts (graphics, _ 
. film or other videotape inserts), flexibility Can be ar. au: 


further extended by giving time for camera a repositioning, = 


. Shot changes, etc. 


“When Wdeseanine” a weoduetions waitiag. can Simi tes 


ae flexibility of a multi-camera production - Senate ge 3 
repeat takes with different sized shots taken from varying. _ 


viewpoints. This is, after all, precisely how many motion 


pictures are shot - using a single film camera. Tape editing: 
is, however, ‘relatively more laborious, and inter- camera. 
BP switching produces an SH BE goHee. more PSR MAY 


“wulti- camera Cater provides. not “simply a Screg: Tok 


: creating pictorial variety, but a means of shifting. audience. ee a. 
attention rapidly, or making immediate comparisons. Multi- = = 
camera work simplifies the mechanics of continuous Pre ie. Ce, 
In a single camera production, the action must generally — a 
be confined to one contiguous area. Using a second camera, . 
_. action can be separated, and near the end of a two-camera ites cre 
< scene; one: can be released to move in readiness to the next eed cs 
~~ action area. ‘Using’ a ere. camera, jane availability. is 
y extended, Sg SIRE Cpe | ee | 
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Avoid Routines 


ee ee Fe enter i 


s Many remitar forms of ‘television presentation, hove. 
developed their own particular stereotypes. But are these 
_ methods inevitable? Are they inherent? How. can. they Oe 
Improved: £ or y replaced i Os | : Bi dey ae 


7 | " EBeNe Aan: the form: aid. shar of interviewer gn 
~~. Gintroduction) , mid-shot of ‘guest, ‘two-shot, intercut close- “ups. 
of whoever is. talking, plus. a switch to occasional reaction 


=» shots. follow a predictable pattern..Can it be avoided? — 


_ Television Drama has: had its routines, too: an overall — 


~ establis hing shot) (to show. ‘the. locale); group shots of © : 
“s. people talking together - (to reveal or establish rélationships) ; 
cuts to close shot when individuals. speak, allowing sufficient 
room for movement and gestures, with reaction shots added | 


for good measure ; moving, to wider shots. to see the entrance 


ofa newcomer, “and. a close-shot of. the newcomer to assist. 


-. identification and recognition. If the dialogue is pcevigne.: of 


business | is introduced to break up visual monotony (lighting 
Jj» cigarettes, getting drinks from table downstage, leaning 


“on mantlepiece, ‘sitting down, etc.). This is routine drama, 


WO gy offering mechanical solutions to artistic problems. Watch> 


a television serial with this idea in mind and see if you . 
recognise its basic application - # OF. whether | ‘the director 
> has” used his cameras SRS NE Us ) | 


So how does” one get away from. routine presentation? 
Opinions vary. Many directors do so by introducing variety. 


-_ They vary camera heights and viewpoints. They use “developing 


shots rather than:static "pot-shots", Any business appears 

- to be in character, and naturally activated - eg: a gardener ~ 

- cleaning tools as he talks. The shots chosen are particularly | 
‘purposeful and appropriate to the situation or mood - for. 
exempte for egg JR ReTeOR CONS uring tense moments . 


5g eGo more. imaginative treatment, Pe abel. 


1h F tetany ge shots. that are merely eccentric, mannered or 


. bizarre. The list of these grows daily: reflections (shots 
' taken via a reflective surface), Shots into.the sun (with 


“or without star filters), "fidget shots" of fingers interwining, 


_ straightening ties, drumming fingers, tapping feet, etc., 
-over-use of big. (extreme) close-ups of guests under questioning, 

too many over-shoulder shots, shots. peering through foreground 

OLLRE Rs and so on, ’ Fashions come: and 80, as in all eee : 


veee Con't page seven .... 
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“The aecton. aims ‘to attract ae eant ea audience 


Paeretg concentrating and relaxing attention as the 
production material requires. By doing this, he avoids 
. sameness, repetition, or a recognisable: pattern pervading — 
~ . the show. Instead of a predictable. routine, his: production 
No develops: individual character and appeal. at 


v4 ‘Variety by decor? ere a “production. involves an. Teherontay © 
. stereotyped presentation, variety must be introduced through: 


novelty of decor, rather than through imaginative production 


-.° . techniques .”-The setting looks different, but the shots | a a 

conform to the format that experience has found to be. optimum 
for effective presentation. Productions for which this 
“yt applies include newscasts, orchestral. concerts, PPE stage | 
_ Song and dance, “talks and interviews. | | | 


i ‘Variety by movenenn: Whether moving “the. subject or ed camera, 
this movement should be purposeful, clearly motivated, and 
relevant. Too much movement, or fidgety, contrived action - 
_- . (to get variety into an inherently static: situation), bed 
oo more | ey to eaney an audience than eee them, os 


Variety by ce s in viewpoint and Kee size: “nepropriately: ae 
_. introduced, such changes create a sense of visual pean ial 
Jas EOF OF audience. A restricted, over-used viewpoint, can 
make them extremely conscious ‘of the confines of the small 


screen. Changes that. are too ate sey One can ae » puzzling : 


RE distracting. 


MLeeaety by: ioe eerects: Mectiondé witakave: orovides - 
_. endless ginmicks at the touch of a button, but the temptation 
_ is to use them regardless of suitability. Combined shots, 
_. Mmulti-images, superimpositions and split screen, can be used | 

- to demonstrate scale, spatial relationships, etc., che ga 
serious. applications. They can be used to show someone 
.. Singing to himself in a show-biz novelty presentation. : 
- Novelties can make the viewer more curious as to how. it was” 
| cone than concerned with the subject: itself: 3 ee a Ye 


| - Guiding the Pe rformers. 


how mele idence S sifoyiners ‘heed i depends ‘ ‘aa eu 


factors: as ‘their experience, whether the show is scripted, Bue orcad rare 
_ . With learned lines or a prompter and the gon lott. & Or ra wee 
fe aera - moves, performance. sone ge ott yk eerie 


We may ee to do eee more a eevee ee he calent: 


make him feel at. ease, Fu outline what we. want Aim: to do. 


hes, cont page eight ice 
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Be not ae 2 too ‘oh of: an inexperience perforner Keep 
_ his problems to a miniman, supporting him if possible 
with an experienced host/anchorman, He needs reassurance 
sag confidence, to do his. best. | oa, 


k, Do not overburden. blur welt instructions. When. necessary, 
ey how to show items to the Camera, and hold them still 


~. for close-ups. Avoid elaborate action or moves, and ‘do not 


- rearrange and alter these if possible. et creates confusion. 
You may. need to tell him whether he is to address the camera 

-’ ‘(and which one), or the host. If-he must move around, 

a, indicate the positions. required. Check that: he understands. 


ar -. Quite Sina: chaies ‘such as ‘movements ayound: the camera a 
ean. distract or worry a performer. Confidence may be > — 
strengthened by. allowing: a person to have.a small cue card, 


_ or @ list: of. points beside the camera. But inexperienced 


-»/ people do not read scripts or prompters. "naturally", and 
Lee a stilted, Alt: at- ease eevee. : | | 


| * tiftene. a “person idding- ee experience 45 EY © 
_. demonstrating a piece of equipment or apparatus, we can 
often achieve a more spontaneous, predictable performance 

_ by having him show his material to an experienced host/ 
anchorman, who can guide him by questions, and ensure. that” 
articles are positioned for the camera. 7 Saat de ‘aves 


“How to Direct xct_ Audience Attention 


7 There: are “certain dictums in ‘Shot organization. Bveuy: 
Shot should have a purpose, however broad. It usually has 
a particular centre of interest. It will normally continue 
. a foregoing theme or argument, until we want to change — : 
to a new one. If we wish to convey specific ideas, we must _ 
discourage random thought-wandering. In an advertisement. 
for floor polish, we do not want people distracted by 
costume, decor, and. similar: side issues, How do we achieve 
ae | | 


| Hundamenrad ty we can Cause the sibeek to at tract 
_ the eye, or ensure ee rola qepects of the Shot do not_ 
oo Le: a rs, foil. a: 3 


We can direct. attention to ) particular features: in 


various a es 


“Bxelusionst Take close shots. “Gilad Et Gul reea aie 
| backgrounds. Rae Be Oy Fan, Bae ee Ee eg : 
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ete oO Wisual’ direction: Pointing with, a : finger, pointer, “inserted | 
ni fa, @YTOW “OY. circle. 1 teres . Sees coe Shia ls 
eS se pepe - indication: A speaker draws attention to. a 2 particular ae BOS Sey 
_ item/feature.— ae abode Sng gh ak ge ao r 
Lighting treatment: “localized 1 Lightings other subjects _ 
- halt- “lit. Pica | | | 
Spee Sai cael Using convergent Line or ; pattern, ‘balance, ick ae 
¥ 3 ih PEOWingnice through scale. Pe TAGe, “Tatas he | hehe te 


~~ Colour: Using prominent hues” against neutral | or r pastel hues. 
| _ Using vibrant and discordant colours. NE : 


cae. By. differential focusing, perspective, “viewpoint, 
_-camera movement. | ae % esis 

A) elect movement: Movement. attracts, “pepntding: to the’ spebd = 
isbn det direction of motion. upstate’ Sate akong 0, Be sec! at 


“Nadi ence: interest is one OF: our ‘primary concerns when a a 


- ‘comiehie a production. Without. it, our show is a dead CuK Pen 
_. Even a captive. classroom audience cannot be made to: bok | 
Ric rere on encouraged: | ey ana: | 


Certain: kinds: of EEGs. have a si gher’’ associated” 


ag te eh than others. For instance, a shot with strongly > Oe Phas 
_ contrasted tones is more arresting than the subtle half- PONS 57 


of a high-key picture. A picture showing clear detail, 


__ encourages scrutiny, while a soft-focused version ‘does ake 
Similarly, strong dynamic compost tion ¢ draws the eg whte: | 
Let Se inert diverse lines. do Hot. * | 2 Si aaa 


“information: should be pregenise: systematically: and 


_ consecutively. One idea should develop out of another.. | 
-... Disjointed, piecemeal facts lose their Significance. Te the. 
production essentially comprises many isolated points, oe 

- group them together in sections - even if their relationships _ 
'../,are rather slight - vand Brosee them ¢ asa series of contained — 

es Seg tye te, MT Sole bed Met Ne a bcs a sake ee 


ee a pate over- complexity, « or an. “excess be Seon Our eee 
audience needs time to examine and absorb facts. Too. many 
facts just become an unheeded ~ stream of words, heard but _ 
Sle" not understood. | Bg Rosh acdaaatn® SEE vol eb adage: ON 


If the ‘Shot: is fieid: for: too “short. a time, or pe . 


prea its point. Retain it for too long, and interest deel ably 
fails. The Sen duration varies eS the SHOE content | 


wie . ‘ : y ee : ‘con! it page ‘ten € eS | thot 
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aie the: situation. Cathera: Te ctich. ‘tot aco, or et. cuit. 0°: | 


pw new viewpoint may need 9 | Re introduced to sustain. 


" uatenese. 


+ Continuity ay 


“Most. people are Hig iste with the ‘Kendamensnt. probiieaa 


LOE. "continuity" in film making. Scenes are shot as convenient, 


over a period of ‘time, usually out of running order, so one 


has to ensure that when. cut: together they present a ‘continuous, 
coherent presentation. Cigarettes, drinks, costume, etc.) 


should not appear to change between shots. Where ‘time LS? 


_- supposed to elapse, there. should be appropriate Signs such 


as time changes. on a clock, aging people or the passing 


. hs seasons. In any discontinuous filming or vadectapitig’! ay 
"tg PELEMTSTOD, similar considerations arise. : he Bae 2 


ees Pictorial continuity is the need. a ensure os intercut 


shots Fit. together visually, avoiding aia ee ae tonal. 


-» balance: eg: Aintercut high and Dayle 


~. Snatial. continuity -prevents ‘the viewer Fron losing: fas sense | 
of direction or location. on cuts. Tha. overs on hak 


_ Mreverse. oREAe Laan a 


Aetenkicd continnity ensures hee as we  Switek to: a new ahot. 
the viewer does. not have to Search around for the new centre 
| of interest. | tes a eee | 


| Roliatinnchis’ chee ty genie mismatched cuts ‘that night 


- jump- cut the: PUR IOCE around the frame. 


teaiporet: kentinalley ralves sure hee the “aidietice mieaies: 


a good sense of the passage of time, and the time- relationship 
of events such as the feeling. that dramatic. action is: taking — 


-. place within a: single day, OF. flashback | pepatapetye: 4 


Event continuity is. nbcknany hen people. make exits or 


entrances out.of shot. It is disconcerting to have someone 
‘standing in a particular place, and find on switching back — 


to him after an intermediate graphic, that he is now 
: eerprpeedly relocated in anew area, Seg 


Single Performer 


o The single ‘i ienhen “show. covers a  aaabeE ae penne 3 
situations - introducer, presenter, lecturer, commentator, 


>. demonstrator . or singer. No other production format provides 


_. such close communication with the audience as the single oe 
_ performer - or a bigger bore if the presentation is inept. 


.... con't page eleven ..... 
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eee it clear. hore ‘the  pertgricn £ is ‘to. podaeese ‘ 

the audience continuously, or only during certain sequences. 
A lone singer, for example, may be "overseen" by the camera, — 

~~ or look directly towards. it, according to how the performance _ 

is presented. If a person is to play to camera, he must | 
Sn - know which: camera is on him, and how close the shots.) 4 

-. Where a prompter aid (or a picture monitor) is used, “it must (0 ech 
- not.cause him to maintain an oft: camera eke and he. must — | 

oe, be able to read it ety a aya See | ss 


Bee Ta er action simple, papeieutanay: fot: talent who” are not eg de we 
familiar with television studio mechanics. Make the moment. = = 
for actions clear (a series of separate cues for a sequence = 
ee a OF Moves Tf necessary), and ensure that ag cnc has 
Sacre doubt about the various psec tae se is to move to. 


She - Over-mobility’ 100k ‘Fiaoety: ‘Many oe ea move the: 
eae performer around excessively, standing, sitting, — 
walking, leaning, gesticulating, turning to a new camera 
To.. wLewpoint: just to create a visual change::The secret is to: °) 00s, 
_. make any move appear rational, and naturally motivated: = clo se Ne 
itn, 4 preferably not by discomfort! Do not let a ee a ee co 
Sy Roctenns Give. him definite location points instead. Bote 


nr oe tne er ie ‘Head-on static ‘shots are sata Try to Lartreicksen’ 5 daly. 
a Pelee tgs * pereckiney or zoom shots to vary interest, emphasize points, 
et adjust concentration. However, do not change Viewpoints — 
to excess. A camera may justifiably move around to take. 
--.. over-shoulder shots, but. laborious oe to get 
| pao SSE. will rate the ferpeh of the treatment. nate 


“Interviews | 


eee Try. to prepare “guests heros, as meet. chia’ camera. a 
OE Nene them welcome, agree on the 1 main ieee to be discussed, 
oe ieee time available. | : See Cee 7 


feae "The interviewer hea" a (eee ace le fe einence on the: | Sig, He as 
effectiveness of the production. He should draw on researchers") “17.5 
notes (fact sheet, or background vard),. and not seem to be | 
~., preoccupied with studio mechanics, or the next item. Always 
oi. .- appearing interested in replies, he should ask related oe es 
questions rather than the next one on thelist. ‘Information oe 
_. should seem to come from the guest. In general, the 
interviewer avoids feeding back to the guest data on where an 
he was born, educated, worked, etc., unless it is in doubt 
and needs checking. “Such details are better included : in an: oe 
op dmtroduction. oe fg tant Ae j Pe Pace 
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‘Talk Shows 


Talk ‘shows. eller mere pee ‘ ai senarine group 


Sale two or more conflicting speakers and a chairman; a 


press: conference", where a panel questions an important 
“guest; a "team'' group, (an assembly discussing an amet 
an “audience discussion” with a Speaker or a panel of 
experts; or a Seat anime of a EPEC IAL event {such C 
as an election) .. , : | es we Mewmrade 


3 - feeups ef chee: took unattractive, ‘and casual Sept 
- makes good shot continuity and grouping difficult. So 
- “talk. tables". and desk set- ups were evolved in talk she 
‘to keep people close together.yet provide the variations | 
of single, two. and group shots, — | (aie at, ie | 


Most bedeoren treatment comprises ‘Rhasie asi: shoes: 
aE some cross shots (side shots). and possible over- shoulder 


- shots, with the risk of masking if the foreground person... 


“moves around; sustained individual shots.soon pall, so 
reaction shots are intercut. These establish rapport or. 
antipathy between speakers. But avoid the vacant gaze, 


. preoccupied or ‘disinterested look - unless that is an. 
appropriate comment! Shots of hands nervously tapping or. 


intertwined fingers, are a visual garnish that BELSON 
| contributes much. to the presentation. : : 


Few talk Uaitraeiatn nee Read cer a shooting-plan | 


is prepared, with cameras located strategically over a wide . 
angle to provide selective shots. as needed. The plan might 
go: Camera 1, a wide-angle cover shot, and chosen. pairs of 


speakers; Camera 2, the presenter, and close- -ups of certain 


people; Camera 3, the. other close-ups, entrances, exits, 
Opening and closing titles. This avoids two cameras offering 
similar shots, or none of an interjecting Speaker. Variations 
are introduced as pereaay 5. ee Eporing in. vision. 


‘Illustrated Talk 
| | Illustrated talks reprekent! % an eennionien' ly, ‘flexible, 
and highly. oe a of. Sie a variety of 

, eSUgeets 7 | i 


iy - Where. ealsetee permit, we may ‘he a camera to a location, 
-and shoot the production (or inserts) there. But location 


~~ shooting has its limitations. and all the required material 


may not be available at one place. Apart from space restrictions 


. and noise problems, we may have difficulties in avoiding 
unwanted adjacent | tems ,. and in he a) our particular | 
| subjects. — | : ae athe 
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| “Consequently, ‘iiustxated talks’ cual: bring che taterial 
to the studio in the form of photographs, slides, film, video- 


tape, specimens, artwork and models. By intercutting between 
source material, and exploring stills (zooming, panning. over, 

. ... insetting details, animation), the director can build up an 
| _ effective. oe with an interlinking commentator. 


Reedtar ‘formate: include: the reutral- or non- -associative | 


‘setting, with desk, graphics, wall-charts, models, etc.,- cher: Boh. Dees 
-. atmospheric setting, suggesting a study, library, office, 2:7 
hobbies room; and the locational set, simulating: laboratory, 
factory, museum, etc. The speaker may be an expert who is, 


hopefully, at ease with television mechanics, or an experienced © 
te hese sPEeseitet working | from a Script: devised Us others. 


ee Staging should be visually interesting, yet without opens! | 
catching clutter. Careful viewpoints can prevent viewers from a 


seeing and becoming preoccupied with items used later in the 
programme. Contrived shots are out of place, -though, : “for os 


- emphasis is on the clear poe of. es rather ge 


~ than Sed Se effect. 


“Et? ds ‘often better! to » erase’ Suplified ‘paphies far 


PET multi-labelled illustrations, particularly for maps, 


_ sectional drawings, pages of statistics, halt~tone photographs 
of apparatus, and similar subjects that do not translate well — 


to the television screen. Remember too, that very close shots 
of existing illustrations may not necessarily show sufficient 


detail, but show such defects as Strobing »: oo ee dot. | Repel cae 
jaeneaere, and ect ald Tess Shadove 7 ey, cee 


"Demons trations 


ee eines can Be used to. oho area: (ee as different: 
eae of Spanish armour), to show development (synthesis, how a 


seed becomes a tree), to show construction (analysis, breaking 


down items. into constituent ee rele or to show. actions. and d reactions 


Eat in chemical eeemcrine 


‘Do not try to cover too wide a i Subject | in a santie ‘show, er. 


te ply too much. Is it to be a general survey, or describe a par 


., tichlar - feature? Sectionalize its. various aspects in a rational » 


development. Demonstrations should show details clearly, show Vie 
- relationships. between parts, reveal differences | in appearance, 


provide comparisons, compare style or methods, show change and 
so on. So our Same Peg es are chosen, to ) achieve. thes 


a ne yaa ncas aims. 
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| reine ie. pee eee as a consecutive coverage ‘or: 
diioaase “ary “£6: avoid moving to.and fro over items, or having | 

_ surplus items in shot such. as those which: are already used, OF. 
Being: used later. a ew . Ae & | oo 


| ‘Dales. the’ Jencaberanay seraltie needs to ‘handle stentt os 
(maps, charts) these are usually. better arranged on caption/ 


. graphics stands-shot by other cameras. Hand-held. captions can 


| - provide: focus and. shine > Probie, as. are Piha slid Spee is 
ne than turned. over. " Te | Daa 


“When: showing wilationndd. | or construction, it, is usually. 
“more time- saving and predictable, to have.a series of separate 
Stages already prepared, rather. than - attempt to carry through 
a real-time demonstration. Thus, we. can. show the steps in. pre- 
paring a meal, with examples of "each stage, rather than video- . 
tape the entire, sPpSrannan: and edit it, ‘to fit the allocated 


4 pended: 


7 “We ie met fe various s problems. OF: close- -up viewpoints, 
SO let us summarize them here: Hold subjects still, use locating 


~. marks, avoid masking detail using a pointer rather than a finger, 
avoid distortion, keep. movements slow and restricted. Put items. 


into. position in medium shots, then cut to a close-up view. Avoid ss | ee ae 
the fast zoom-in, or putting items in or out of SOOT When in eg Re ) 
ff Na cut toa wide shot. . : Ey 


ene, 


e : ? 
\ 
: 


TILT 


~ DOWN PED DOWN — 


DOLLYIN. 
(TRACK IN) 


. 
< rs ‘ 
7 


~ TRUCK RIGHT 
“(CRAB RIGHT) 


aoe YN vouty OUT 
(TRACK BACK! 


TRUCK LEFT - 
(CRAB LEFT) — 


~ 


a av? d by go 


tea ; Volume down: quiter 


| . “Quiet” signal). 


Quiet; stop applause. 


ee Tighten-u up, 
Get oust together. 


Soanvas- eat 
‘ Move further apart. 


Come nearer; coma 
Tras Gomnetage:. 


ne Go further away: go. - = 


eum lay to that camera, 


ae Cut it; stop: finish; omit. a a: ae 
a Cest.cf item, | Beas , 


“a You are cleared: You are | 
now off camera and can | 
move, or stop action. 


(somatimes hiatal by 


You’ re On that camera, 


=) Playtothelight — . 
I ‘indicated; (Whenactors 
are shadowing, point toes 

 .. fight source and to area — 

Saecriet: at face shadowed | 


on ae Turn srounit tin direction 
a indicated). ab 


oes Speed up; i aster pace: 


quicker terngo 


ae (Movement's speedshows we 
amount of ir rease). 


Slow down, slower pace: | 
<7, Stretch it out. (indicated 


by slow ° ashlee 


> fad weaturer. 


ie OK; you're all right now: - 
~~ Nit's OK. (Confirmation ae 
an. a migra. * 


 We're/you're on time. — a 


ran fire we on time? How i is 
Hi. time going? 


Ye Vous tinve... tine lett 


s ce (lilustrated—-2 mins. and . 
Ee alee | | 


o oe now. = | 2 - 


are widespread aetion, etc). vate 


ety 


. ‘ouontity of of akited 

ty to MR 4 nd equipment, 
6 mH, back-up Support | 

a Material aie 


 lexibiitty/Mobiilny/ 
 Ruggednesa. 


ie « peual ch checks on 
: peer ) 


. __iriaegpe quality colour ee 


conzrol. 


| 3 Production techniques 


. Number of cameras. — 


Duration of takes. 


‘sf Director's nteike over 
shooting. 


~~ Check on production. 


Ried Work required ¢ on shot | 
ee material. a, 


ass a 


_.. Picture quality. 


 (dalayed) prasentation. — 
—1toScamerasusedin 


py 


_. Balely tow for high 
é quality picturas. oye: 


neodad, oftan walghty, 


. bul: associated es 
- equipment. Veuelly cabled. os 


Often quite ~ aan 


a HIgh GOST so? 
Virtually nil. Videotapa =~ 
- | re-useble, except = = 
© preserved mastera._ 


- Inmediate full check of 
.. final product. Seen by pro- 


duction group. Focusing, - 


7 _. composition, continuously . 
: sini Sak | 


FILE : | 
Vary high. Gutinnatehie | 


Compact. No power 


_ problems. No cables. 
| Canbe vary low. j 


Fairly high eriitivant : 
* Film Sanne expended. 


None during shooting; only - 
- efter processing (tima 
-. delays, costs, uncer- 


taintias). Rough prints 


_ (rushes, dailies) have to ba 


-.. checked and ractified. 


_ Immediately adjustable. 
— Continuously monitored. — 


_. Can be continuous cr 
| gagmented: live | 


immediate) or recorded | 


combined get-up. 


_ Action may be contaous: : 
Take may last several . 
. Minutes, using intercut | 


Cameras. 


Continuous. Can see and | 


guide cameras. 
Can watch continuously: 


| . can re-run VTR to check. | 


. Show can be complete, __ 


ready for tranamiasion — 


afte a Sooty: ercan 
be odited. 7 vie 


Immediate. hide. Post.’ et 


production videotape _. 
editing fairly time 
consuming and costly. 


--« Subtleediting 
poagibie, but lsBodous® eat 
on simpler VIR systems. 
— Atbest, high. | 
. Continually adjustable for 
optimum. Performance = 
can change. a” , 


Focusing by measure- 
meant (and optical). 


_» Director can only assess — 
eventual prints. _ 


Essentially segmented, 


Intermittent shooting. 
sl Post-production editing. 


repeat takes. 


Usually single camera 
shooting with brief duration 


takes. Maximum take 
- eg: 10 min. 


— Relies largely o on inter- ir 5 
—. pretation of cameraman. _ 


Estimated only. No 


direct checks. Pre- 
cautionary retakes. 


All shot film needs sort- 
ing, claasifying, 


. @rranging in order, 
. gavora editing. 


Editing essential to 


produce a consecutive 


~ reproduction. Very 
subtle editing quite 
.. practicable. Only ‘cuts’ 
‘made simply. Other trans-_. 


tions made by labs. 


Can behigh. Marred by 


blemishes. Quality only 


adjustable during pro- 
cessing. | 


Usually 1; using a series of - 
separate set-ups, and with | 


“The Human Voice 


“The: special. ‘qualities BE the pantie voice ‘Ve, ei “part, 


ee precise control of pitch that is given by the “vocal. hinds; 


combined with flexibility of the cavities of the mouth, nose, 


and throat which are used to impose variable formant Gane oy 
pee on the sounds already PT OdaRE ee ga a eae 


ithess tea recahe Dtvacter tice. (eure on cavity: resonance, 


“are responsible for vowel sounds and so make an important. 
contribution to the intelligibility of speech. Most of this. 
-. variability is expressed between. 200 and 2700 Be the Grane Of 
Bie sare! transmissions. | , : 


The os pehdiean ae ‘the yocah. ‘thaxds ada Potmnes 


TE Gather character, and the ability to produce song. For normal | 
- speech, the fundamental varies over a range of about 12 tones” 

-and is centred somewhere near 145 Hz for a man and 230 ‘Hz for ae 
woman. For song, the fundamental range of most voices’ 1s about — 
Co A octaves Ehguas exceptionally, ak can be much greater. 


ERT ine Bther: characteristics of ‘aphack: ime tige ‘Sabilents ‘and 1stops © 
of various kinds which, together with the formant resonances, 
provide all that is needed for bias imeliigibility.. These | exe 

Sgt" the sagt ie to about 8000 Hz. : ees cate 


ee ee ie for a ‘microphone and Shes ond schi pment ‘that can cope otras 
ae orchestral music, the human voice produces no problems Of oe, 
_ frequency range, nor of volume except for the ‘plosive.p! that “6. 
~. can blow a diaphragm beyond its pommel WOrkang. Jae when Pome 
Be anced talk beediae 3 into it. Seen 5S Saded OE Beh AM hee o 


"Nature of Television Sound 


| are you try the ‘siiiple experiment. ae watching television Rete? doa 
eae an evening with the sound Cuace off, three _mertant : 
facts will become ObV TOUS © be AS ie | 


nF Notwithstanding’ the told. ae A picture 3 is worth ai 
~~... thousand words", most of the information and substance | 


waah: i any television. production is contained in the sound. 


And yet, sound is quite possibly the 1 most overlooked | area oe 
pei aeierss 2 ay television BPPGGuG ETON. | ee ne rea 


i> wep Dawe TO: pede 
2. Most pictures tend to losé realism and impact. when ; 
.. you cannot hear the accompanying sound.  _ 7 EA. 


3. You cannot concentrate, even on the most visual © 
‘material, for any length of time unless you:can — 
~also hear sounds that are at least in some way =. 
related to the picture. The old idea of the piano | 
_ accompaniment to silent films was a crude example 
of sympathetic stimulation of the aural faculty. 


“\. Television is not just a visual medium; nor should it be 


ee oe Said that the sound or the picture is the most important. In 
_.» an effective production each is the perfect complement of the . 


. other. To say that either can stand up on its own is not ’ 
_. necessarily to praise it. Rather does it suggest that the two Fe 


media are not properly integrated. 


It is all too. easy to assume that the presence of the 
_. picture makes the achievement of good sound transmission 
. unnecessary or less critical. This is. not. true. Most of the 
time all the picture does is to draw the attention. of the - 


' viewer to what he is missing. 


_ It is also easy to assume that sound is the simpler 


-..\ medium. After all if you can see a source of sound, apparently 


at close range, you expect to hear it easily. With long-focus 
lenses, however, it is a simple matter to take close-up pictures. 
from a considerable distance, but picking up the corresponding 


_. Sound and separating it from the background noises could present 
_ an insuperable problem. 3 | i 1 


_. In many ways sound is the more awkward medium to control. | 
It can curve around any obstacle of a size less than its 


_. wavelength, whereas lij::t generally has to travel in straight | 


lines. Sound also suffers many reflections, bouncing in all 
_ directions from any refiective object which is larger than its | 
wavelength, such as the walls, floor and ceiling. — : 7 


ae sel this means that, while it is often possible to predict. 


what a camera will see in a given direction, it is seldom 
possible to assess what a microphone will hear without taking: 


into account many complex factors. 

For many television productions, the audio is (should be) 

dominant, and the picture is a subsidiary - eg: a talk show or 
musical item. . Sp Bp ase ot re Maypeiae Op 
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es ee 


Audio may be ised to. acconipany the crane: ‘expthintie’. or. 


augmenting its meaning, enriching its impact or appeal. Through 
music or sound effects, we can create an environmental illusion, 


suggesting a particular place or situation or we can build ups a. 


‘ prevailing: mood. such as one sed foreboding, horror, comedy. 


"Through audio ‘associations; we can use ‘carefully selected’ 


sounds to give a definite meaning to a picture that..is.not. itself 
+ specific. For instance, the music. accompanying. the same display | 
of flowers can suggest springtime, a funeral, a wedding, . a Pe se: 
room. We can devise a background sound picture where in reality © 
none exists - because the subject itself is mute eg: sculpture, 
insects, paintings, architecture, or where appropriate sounds = 

were not available as with ‘bard: Song or let PHOPE MIE a ‘garden as 

-. scene. 2 : at oe ys ae ae 


ae ‘OVER: aS. years, Various words principles have eneczed: to eee 
“muide. us when interrelating the picture and its sound. The scale — 
and quality of the audio (perspective, acoustics) should usually a 
match the picture. Where sound directly relates to visual seen 
as with lip movements or effects it should ‘be synchronized. 
-. Switching between pictures is best done to the beat of music, - : 
rather than against it, preferably at the end of a phrase. | 
~ Continual cutting in time with music, becomes tedious. Sound | 
- and pictures should begin and end together, at the start. and 
bins: of a Show, fading | out as a cmusical phrase: ends. 7 


“es Studio 2 aoaties 


Pe, "Acoustic resonances (txidine ee can occur as “he: seunaic 
_-reverberates to and fro between parallel non- -absorbent surfaces. _ 
_ The character of the sound picked up by a microphone depends von °'.5 98 er) 
-.. where it is eine in relation to Ene. Reluiniencak peetert. of eae ete 
ean See waves. ‘4 OEE ar area Ce a ae | mee a 


"Acoustic resonances can be. avoided 7 Seam diefusion:. “This | 


fous usually achieved by introducing deliberate irregularities. an on™ 
_ the surfaces involved, so ‘that sound waves | are scattered when, 
_ they are reflected. ) 


rie Standing waves are not pee: a serious. erable. ueueS 


_. designed television studios, because sound absorbers on the 
walls reduce the reflected wave energy. Also the presence of. 

vec”. technical equipment and scenery provides adequate scattering. 
fet, PORES ae can REDD SR ae a set contains tard PERL os 
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surfaces, so that sound pick-up within it is poor. The best 
‘solution here is to alter the set. Opposite walls may be 
placed non-parallel and made less acoustically reflecting by 
the use of absorbing HEteTAaLS . - eg: canvas instead Of; Say; 
Fras or nea , oe | <2 


% e Rovetberdtien time (RT) : is the time taken Gon a “Conind in 
| a studio to decay (fade away) through 60 dB. Roughly speaking, 
_.this means the time it takes a fairly loud sound to die away. 
to inaudibility. RT affects the final quality of the sound 
considerably. If it is too short, speech tends to sound "dry" . 
(dead, unreverberated) .and orchestral music lacks "warmth" 


and "blend". Too long a reverberation time HET ET, makes 


_ speech. distant and ‘“echoey"'. 


We normal Ly aim: to make a { Gelleilition’ studi Ss Sle: Te ome 


~. time quite short, because reverberation can always be added 


Pleated to the sound. output, but can never: be Canker away. 


é : However, oh as “difficult to foiatee . a "etidto ‘of any. ‘Bor -ciable 
- Size with an extremely short RT, because the floor is inevitably 


.. hard and hence non-absorbent to sound but it is practicabis to 
“ Make a small television studio with. an RT.of 0.3 to 0.5 seconds. 


‘This should be acceptable. for almost all speech requirements. and 
~ would also be quite adequate for “pop" music, where acoustically 
_ "dry" conditions are needed to achieve sufficient sy ones | 
between, the pateleuel ly | palaniced sources. : 


Microphone Characteristics : 

_A microphone isa device for turning othe : acoustic energy ae 
sound into electrical energy. The main types in use are condenser, 
_ moving-coil and ribbon for high qualit. work, and crystal and 
carbon for other uses. Microphones described as "dynamic" are. 


- generally of the moving - coil ‘type; a "velocity" MCEOpHOnE is, of 
| the: Seuauke type. | | | | | 


For an sean levels a _ microphone should os an 
electrical signal which is well above its own electrical noise 
level, Les ae should have a S090; Signal- to-noise ratio. 


e, Distortion caused by overloading depehas” on the use to 
which the microphone is put: close to the bell of a trombone 
the sound level may be 60 dB higher than that met in use 

elsewhere: MOVING coils withstand overload ‘very well. 
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_ Robustness and good handling qualities are other essentials. 


 Moving-coil types in particular stand up well to the relatively 


rough treatment a microphone may accidentally suffer outside a 
studio, to handling by interviewers or pop singers, or to rustle 
when attached to clothing. Condenser microphones are also used | 


- for all these purposes. Ribbon microphones rate lowest in sen- 


sitivity to wind noise. In windy conditions all microphones wey: 


vue from the: use of a suitable windscreen. 


“-Chystal microphines: are. very cheane and pao moving on: 


nicrophones may be relatively so. Condenser FUCTOPROHSS:. § are more 


ie geew ee ribbons a ‘some are Seen te ae 


+A microphone’ S “polar response is an. a aacat ion ‘of’ its, 


o  aetetenee to sounds originating at any point along a 360° 


- circumference drawn around mie microphone, with the diashraga’ 
-.(or ribbon) located at the centre of the circle thus GraMn, 
- Usually, the polar response curve is drawn on a piece of | | 
circular graph paper with about 5 progressively larger circum- 
ferences, each usually indicating 5 dB eee cite GTEFEEACE 
<) from the next. adjacent circumference. : peed 


| Microphone polar patterns yay oe divided - into 3 main 
| cates sorles: omni-directional, bi- directional (figure- B's. gaa 
uni-cirectional (cardioid). The terms, figure- 8 and cardioid 


refer to the distinctive oe of the 8 haa curves —e these Sartore 


<a: eypes of Psi sas 
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oe . i page ; six - @ oe ‘ 


To best understand the polar response curve, or polar 
pattern, refer to the diagram. above, which shows a curve for _ 
a typical cardioid pattern microphone. sy, ged Bela 


'-. =. “Notice that’ the response curye touches the outer circum- 
ference from the point labelled 0° toa point just beforg the 
60° mark. Then the curve. slopes inward until, at the 180° point, 


es: touches gne of the innermost circumferences. Continuing on to 
“(0 


- the 360 } point, the curve is _a mirror. image of the section’. 


just described. To interpret the significance of this curve, © ~ | 


. imagine a constant level point-source of sound, located at the 0° 


point on the outer circumference. As the sound source moves along 


_.. the circumference toward the 60° mark, no change in sgund level 


- occurs at the microphone. However, once beyond the 60° point, the 
~ sound source would have to move. progressively closer to the micro-. 
_ phone, as indicated by the curved line, in order for the sound —_ 
level arrjving at the output of the microphone to remain the same. 

_ If at 180°, the sound source remained at the same distance as it. 
_. ‘was when at 0°, the microphone would attenuate. the sound by 20 dB. 
— At. about 125°, the polar response curve crosses. the 10 dB line, 
indicating a drop of 10 dB if the sound source remains at a _ 


constant distance. : 


Omni-Directional Microphones 


/.ee. COn't page seven .:.. 
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An omni-directional microphone may not live up to its name 


at higher frequencies if its: baffle diameter exceeds 1/2". The. cacy ecy 
"Although there is. some baffle obstruction to sound: arriving «9.000000 24): 
_.. from the. rear, its effect is negligible. At 10 Kilz, only about “ee: 


2 dB has been lost at the 180° point, as shown. At lower? = 2-02 s sch 
frequencies, the curve would bea perfect circle, and for all = ee 


J OEE axis, .as shown below.) .o--, 


| _ practical purposes this unit could be placed in any direction. == 


_-Bi-Directional (Figure-8) Microphones 


A well-designed bi-directional microphone, whether ribbon, 


condenser, or dynamic, will have a symmetrical figure-8 shaped 


_ polar response with the region of maximum attenuation at 90° 


: 90° ees ae 
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.  Uni-Directional (Cardioid) Micre;hones: | 
- .. The uni-directional, or cardioid, microphone will exhibit 
a. polar response curve like the one shown below. Here the area ~ 

- of maximum attenuation is at the rear rather than at the sides, 


as in the case of the figure-8 pattern... °° 


90° 


"Lavalier Microphones _ 
past, One method of picking up sound from an artist with a 
Limited range of movement is to use a personal microphone 
either suspended on a lanyard around his neck or clipped 
into. the clothing. EE a at ’ ee WTR aes 


_.*+ . Some lavalier microphones are designed to have special 
amplitude/frequency. characteristics to compensate for the way 

they are used. The usual position that a microphone adopts 

_ when slung round the neck is a very unsuitable place from which. 


- to pick up speech. It is screeried from the mouth (which projects _ 


(which reduces high frequencies). For these reasons some lavalier 


the sound away from it) by the chin but in line with the pro- — 
_ jection of nasal tones. It can become obscured by the clothing 


» microphones are given rising amplitude/frequency characteristics. 
A, type of built-in "presence filter". (. 9.4 42 %.\e me 
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St ie with individuals and circumstances. so that it may be 


see PME MNT eS | 


- Yinfortunatelyt ithe: ada: “oe: F high ‘frequency. itt cicilzed: Ba Uaioe 


more satisfactory to employ a "straight" microphone, e.g. ce ee 


electrostatic type, which can have an impeccable. frequency © 
response, and oe the ake Pym means: OF avariable. filter” 
aif neces52t7-. Phos ta ae ee ee ) | 


"Backs 


round Noise’: : 


In all Gatvical: depen ‘Rhee is. some. formal eek aoe 


acral, tt noise or "atmosphere". It is generally acceptable Hee 


oo hin films, radio reporting etc., provided that there are no- eee, 
Pee aap inappropriate, or very loud elements. Bia til, aometes 


are Apart from such difficulties, Hien Teves ‘ef ‘background . 
hd Pe in a location are good: they help to establish or. cone 
_..- firm the character of the place. Whether on location or in 
the studio, an "atmos" or. “buzz! track should be recorded at 
the same level as the master sound takes to help the editor 
eck avoid Goats: quiet gaps: between edited RASSAges< | 


Sa on SS Pig: studio, nobicesbie: Backeroudd: ¢ noise has no natural” 
place, except in a play where the atmosphere ofa’ "real? oc, 


“Ag ately” composed sound | ERECT and pcraraey, not studio noise meng ie. 
__ that is required: 000 9 ie Son Gad yaa hie Va: Pe rad ae 


coe eer ‘Ventilator hum: can sometimes ar obtrusive, ‘particularly © 
with quiet voices. Comparative tests with various volumes of > 


_ location is to be recreated, in which case it is the abe ok 


oo voice and with different microphone layouts will show. the ee 


_. Limitations of a studio and how to keep. such noise to a. 

minimum. Clearly, this problem can be minimized by using a 
Close balance and a strong voice. But this, in turn, isa 
. limitation on use both of the natural (or designed) acoustics 


of the studio and of the Anand pissin: fOr: PEPE: of Speaker) 


oo is. s being used. 


seers wee ies Gala 4 is. “ahother - nuisance. ” Sone a beatin a 


waren ree complex forms of construction to avoid this (e.g . the 
whole room is floated on rubber blocks). Steel Scomad 


“out: buildings: transmit sound more efficiently (i.e. worse). pc aes i 
. older, more massive structures. rr construction or pe tae 


alteration can be packed See caylee a ti 


ro POR, Rs 


Dees 2 chats. “Footsteps and scripts, ‘ail potential 


-F pilitom, are easily identified and dealt with. Noises due — 


. to personal habits or idiosyncracies may be more difficult. 
- to spot: a persistent and erratic click may turn out to be. 


ee retractable bdall- a eet or a loose enna pane 


"Speech Balance =) 


 & e deep voice is: over- sijutiainad iy aie jeanne 3 on a 
: ia hte that is directional at low frequencies and there- 


fore subject to bass tip-up. The distance between speaker and 


_ microphone must remain constant or the bass frequency content _ 
will vary, and the balance between direct sound and reverbera- 
~ tion (in a live studio) will see-saw, especially ap. HERB: 

| is sufficient to warrant the control os vale | 


: Aesihilane « voice ‘is made worse by oe an. 
erratic. high-frequency response and, particularly, of the type . 


<M with a large. PEESENES peak: somewhere between 6000- 9000 Hz. 


A directional microphone is generally used for speech. A 

commie aad is cardioid over most of its working range, but 
which degenerates to omni-directional in the extreme bass can. 
e i be used by a Single. speaker. at i2" or. less, Be 


Bi- airecttonat adexohones: (ribbons) have been widely used | 
in radio studios, even for Single voices. Unless corrected for 
close working, balance is at a minimum of 18"'- as “Pepe ENE on 
_ the bass content of the voice. , rie 


| “Speech ‘balance for two voices can be accomplished by using ft 


separate microphones for each voice, or a single static micro- 
phone for the two; or by moving between the speakers as they 
- talk (but watch for extraneous noise and the windshieid-wiper — 


effect). Further voices may be covered by additional microphones 


for individuals or pairs; by balancing more voices to a single 
'.. Static microphone; or again, by directing 2 MOveRIS MEPEP HONS, 
“tO Incty ictal “Speakers or pens of f speakers in turn. 


ae “As more aa more microphones ‘are used, the effe ect: is ‘to 
aren up progresaively mere of the aie acoustics. 


“ouetee rn, BABS eleven...) 


“iad directional me ropeenee: may ae “ied for pairs ‘of. 


speakers, e.g. in a panel or game show. Sometimes, never: os 
one speaker may spend much of his time talking off microphone. 
_.. If this happens, the sound man must make up his. mind whether . 

Rc is worse ‘than. haying an extra A ctophone to Kapaa ea 


- Frequenc y Response Control 


“While it is true that much of the ‘effort’ oF scum engineers _ ie 
and operators goes into promoting high quality reproduction, ee 

-. there are instances when to achieve the desired effect requires | 

ata the controlled application of various forms of distortion. 


Various’ types of Freciisnicy No himb: Shaniie ‘filter are in 
regular use in television sound. The simplest and probably thie: 


most severe is the programme effects unit used for pita 
deliberate and. Oby fous, distortions as. | for sie alae eRpeet 


Probably the most on type oF filter 4 ihe: response ie 


selection amplifier incorporated in all modern audio mixers - 
-in some cases one for every input channel. RSA's provide the 
ability to accentuate or diminish the treble and bass response __ 
usually by varying the slope of the curve about a middle 
frequency - about 1 kHz. These filters are intended to correct 
ove fox nor linearity in the source (possibly due to difficult ead gC tar ay 
circumstances as when a microphone has to be used under thick ~~ 
os “elothing) or 16 provide special emphasis for dramatic: effect .: 
-.. Also included in the RSA are a series of "presence filters", 
_ These provide a range of quite sharp peaks, usually of. the’ o> 
order of 3 or 6 dB, at a choice of several pre-set frequencies _ 
in the region of 2-6 kHz. They are called "presence" filters _ 
because the peaks are usually centred on the frequencies that | 
the ear associates with closeness, particularly the sibilants © 
-. in speech, which are soon lost with distance. Presence filters 
~.. can thus help to compensate for a too-distant microphone © 3 
ne Peels or help a vocal to “punch through" a loud accompaniment. 


A more ‘subtle ‘Gorm of Préquency: response ‘control is. “he oS 


_ octave filter (sometimes called a shaping filter). The octave 
- filter provides control over almost the whole sound spectrum | 
... by dividing it into nine octave bands centred approximately. 
“Om 40° Hz, .80 Hz, 160 Hz, 320 Hz, 640 Hz; 1.28 KHz,)2.5.kiz, 
oes 12. kHz -and 10.24 kHz. Each can Pe individually selec to 
Re ite extent oF #14 aBe Re aaer ce Lees 4 | | 
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| This can be a most useful device for shaping the frequency 
_ response of different microphones or.other sources to make them 
s, Mateh gach others «soy 2 Fuad TB eS ve. | | 


| A type of filter that has particular application to outside 


- broadcast work is the notch filter. With this device, it is 


possible to put in very steep notches in the frequency response 
- ‘at a choice of frequencies where interference problems are often 
encountered... fe Mee cae s o pi ge Be, ee us 


Using Filters 
| Filters may be active or passive. A passive filter can only 
reduce the level of the signal passing through it, doing so 


| _. selectively. by frequency. With the simplest circuit the filter 
.. passes substantially all of the signal on one side of a chosen. 


_ frequency and cuts progressively more and more of it on the - 


other side of this turn-over point. == 


 .For more complex changes in frequency response an active 

_ filter employing amplifiers is used. In inexpensive domestic 
equipment this can very simply be incorporated into amplifier | 

circuits which are needed anyway, so simple bass and treble © 

controls (tone controls) are widely available. When they are | 

_ used to select a response that is satisfying to the listener, | 

he exercises the same judgement that the balancer employs more 

expertly in the process that is commonly called equalization, 

but which might more properly be described as response selection. 


- . Nominally, "equalization" as applied to microphones means | 
restoring a-.level frequency response to a microphone that has 
inherently or by its position an uneven response: it may be 
used to match microphones with different responses. In practice, 
it may often also mean taking a second step in the "creative" - 
_ distortion of sound for a particular effect (the choice of 
microphone and its position being the first). It is used in 
this way in pop. music, and the result is a matter for the 
judgement of the balancer. "elt: Mig” Gate ee Bietare “ee. 
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ok Compressors. and Pindeers: Pe 


| ‘Compression (reduction in 7 aymanie range): may he! ‘gged to BGs: 


maintain a high overall level in order to ensure the fiat idee 
| _ possible recorded or broadcast signal. In ‘popular music, it 


may be applied to single parts of a backing sound which would | 


- otherwise have to be held low in order to avoid sudden peaks © 
- blotting out the melody; or it might be used on the. melody | 

itself, which might otherwise have to ‘be raised overall, and 
ie a result become too forward. | : “i 


ne Below a predetermined Level. (the threshold | or onset. point) 
_ the volume of a signal is unchanged. Above this point," the: 2.0. 
additional volume is reduced in a given proportion, e.g. 2:1... re ae 
---- 3:1, or 5:1. For example, if the threshold were set at 8 dB Rah Se 
below the level of 100% modulation and 2:1 compression selected at < 
dt would mean that signals which previously ove modulated BE ES 
8 dB were now just reaching full modulation. Similarly if 5: en nL ares 
had been chosen, signals which previously woule I have. = verpeaked | 
pea BY 32 dB will now — aS" reach ecient des ee ke 


“What this means in practice: is that the oeerand Yever may 


tsi bet! phased’ by 8 dB or 32 dB, so that relatively quiet Signals uc set Sosy: hey 
are now making a much bigger contribution than would: otherwise ara Car 
ear possible. . Feta ea Ee 3 peers ere 


Suppose now. that: ie compression ratio. is nade tire? say 


chap, o and the threshold level raised to something very close ta: | 
Jon, 100% "modulation. Working like this the compressor now acts: aso". 
what is called a limiter. A limiter can be used to hold unexpected — 
_ individual high peaks that would overload subsequent equipment or eo me. 
“oe at. can be used to lift’ the: ‘Signals from virtually any lower sare ae 
to the usable working range of the equipment, though this may. 
cause problems with high level signals that may be excessively — re 
Ss aca and with Heeeoey noise that will be difted as well. os 


It can bev seen that: the eteae of a2: is ‘compressor with « a 


threshold at 8 dB below 100% modulation is to compress only the’ 
top 16 dB of signals mete ee tnoge at a _ lower devel. tof 
ee ae at a 1; I Tatio. | Aa aioe Pha Ch meer 


‘The decay tine in a “typical” ids ters may ibe set’ at Bie 1: 0. “A 


0.4, 0.8, 1.6, or 3.2 seconds. The fastest of these can hold” _ 

| brief transient peaks without affecting background but with a 

-.. rapid series of peaks could produce an unpleasant vibrato- ‘Like me 
_ effect. For most purposes a setting of about 0.5 seconds is.” Me 

- ’ Satisfactory: the duration chosen. is not critical at TOM: Ee a 
pac oupe ess tons oe ate Sb a Aven rte nin oe ' Cee oat 


“ : . La, F 
i a . 3 ot 
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‘Compressors and tintters ‘showtd not bie. ‘eel for oreiedt:. 
_ mmsic. Indeed in any circumstances where manual control is 
feasible it is almost invariably to be preferred. The use of 
wrk miare eo tid. MUSIC is a Special case. ae : 


= Response Shaping | | ENS ta : 
A rather more oma form ‘ae filter electivetye amplifies’ 


a particular narrow range of frequencies. Where this is done . 
without reducing the remainder of the sound the eee ais called | 


oR 


‘The most. common use "Gok wad ete ; is in Vosuiee music. late. 


dy emphasis of individual character helps instruments that are 


battling for recognition in a loud and densely structured sound. 
As we have seen, singers, woodwind and brass may be given peaks 


of midlift at different frequencies and so may be combined. i: a 
-. Single piece of music. These peaks. may also be described as ©. 
“presence, as they appear to bring forward a partiquiar source 
mn - without affecting its overall volume. | | | 


ab ay it TE we ‘take response selection one. ‘stage selene ae the: 

'.. scale of complexity we reach the shaping filter. In this, the . 
_ signal is split into bands which may nominally be an octave — 
wide (or for more precise work even narrower). In practice, 
these will not be discrete bands but overlapping peaks, so: 


arranged that for a "level. response" the sum at om Apeqpency pe, 


“ds Pal to hat of. the arugina} ‘signal. 


3 This type of elk! Patton is particularly useful 3 in 
matching sound in dubbing film. Voices recorded in different — 
conditions cannot, in general, be matched so that they sound 
as if they were in the same place. But deficiencies in quality: 
ae intelligibility can be made less obtrusive. and PERCE EESATY 
_ minor variations can be eV enES, out. Se | 


“las sao: webios 
| ‘The maximm pe ermitted volume may be sharply defined. In. 
AM radio "100% modulation" means quite literally the point 


- above which the peaks of the signal are greater than those of - 
: the carrier wave and will pee pce sh it.. 
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| Listening for Sound ¢ 


spe ee ES Coe a 


? "Similarly hae is” a tomes ‘Limit: £0. programme “Tevell Seice sete acute es atin 
| which noise of one sort or another becomes noticeable. Part of ree ert 
the sound man's Job is to control and, where necessary, cor she oe 
the signal to make the best use of the. range between | noise and se 
. distortion. He uses” a meter Esee check the. result. “pes 


‘The face ‘of the vw meter haa scales for both S rochtaee 


S weddiatiad and decibels. It may be a direct-reading instrument, 
i.e. requiring no special amplifier. In.a studio. Guabitymeter', 
the long time constant (as much as 300 ms. is used to damp — 
unreadable fluctuations) prevents transient. sounds from being _ 
registered at all. A particular disadvantage of the scale is. 


that "percentage modulation" has little to do with relative » 


“sfovela: as paccaived by the:war; aed theb-atdt halk be thes: 

range is occupied by the 3 dB above and below the nominal 100%. : 

¥ modulation. Res little natural sound varies. over So narrow a aah 
ea ies ote Br CRE : . | oe Aaa gt Soe 


‘The peak programme ‘meter - (PPM). isa . programme saa as SweEle 


oe an engineering device. Using a special amplifier for con- — aie Pedy 
version of the signal it reads logarithmically (i.e. in decibels) oes 
over a working range which is much wider than that of the VU. ge Bee 
meter. A typical PPM has a time constant of 2.5 ms. for the rise oe 
and a slow fall - bec constant a second, eivine: a fall of eee ae ee 
ee | ie Baa Bets 


>Meters: are Aico: eee a ensure that there is no uncalled 


for: loss or gain between items of equipment; to control - 
relative levels between different performances; and to check 
that levels. remain within the ‘bounds ‘desirable for good... 
: RES E OREN +: | ee tt fi ee tte 3 


| ality 


Sound is ‘monitored for deficiencies of various types: 


so ‘Production faults such as miscast voices, stilted 


_ speaking of the jines, fume Eeonprat SCEIpES: bad - 
_ timing. co | i | ae 13 


“2s, Faulty techniques, for. ekampie } poor balance and 


_ control, bohoesd fades and mixes, misuse of. mS 
Pepe OOUS Se. | ee ee pa tt We wan ets 


“eee.” COn't Page sixteen 233%. 


2 Pook el cuakite, as in 1 distortion, ‘Lack of bass wg, Be, 
"oF Pop. OF other snrequlaitigs. in ‘the haps, a 
response. 


4, Equipment: or recording Eauite. sunk aS WOW, Fucker? “ 
_-.. hum, tape hiss, noises. due to loose connections or. 


BL ag ‘screening (shielding) - 


Of these, the. faults in the first group are certainly 

Rs most important. They are also the easiest to spot. And 

as for techniques: the ability to see faults here comes with | 

‘the practice of the techniques. But the various things that. 

“gan. be wrong with the quality of a sound - objective, measurable ; 
_things - are, surprisingly, among the most difficult to judge in 


other than subjective terms. The quality of sound that the ear 
- will accept, and prefer, depends almost entirely on what the 


- listener is used to. Few people whose ears are untrained can — 
judge quality objectively; most hee es + ae. the familiar 
alae to the Peat ; 3 


‘Tt is beyond the scope ae this. idiot to ietase quatate 
and equipment. faults in detail, but here. are a few ab ag 


| ‘A tape reabedine head that has Baeeae’ permanently magnetized 
- over-records on one-half of the sound cycle, so that distortion | 
sets in at a lower level. If recording and replay heads are set 


at a different angle there is high frequency loss. If part of the . 


coating is missing (from your raw stock) dropouts occur. In 

- storage, tape may be subject to printing of the signal from one 

_ layer to the next, or the tape itself may become stretched. The 

tape drive spiz idle may be eccentric, causing flutter. A disc may 

_ be warped or the hole or the turntable itself may be off-centre, 
causing wow. Distortion on disc may be caused by a damaged groove 
or worn stylus, and so on. And the distortion of electrical sig- 

nals and the induction of Spurious SUS or AC hum. can arise | 


-_ in many different ways. 


- Although wtidie problems are ‘wintbecaitiy the diknst idan! Su, 
Si haa in the end, it is your show that has these dmpertections® 


| Audio systems have their quirks. They prefer sound sources 
that are not too quiet, for quiet sounds can become lost amidst. 
background nois#s - vent:Lation systems, wind, etc. Nor should 


Ys reproduced sounds be too loud for the system or they will dis-» 


tort, and appear out of scale. The audio engineer (sound mixer, | 
~audioman) therefore continually monitors audio amplification, — 
adjusting it to keep sounds within. the system's limits (dynamic | 

| range), and ensures. that ae Hes GE aPPEOpYAGrs relative strength 
3 oe sound pric | 
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Troubles arise. ‘when néopte “peal against ‘cis eae are 


noises or sudden loud noises. If they turn away from the — 
microphone quickly the sound level and intelligibility may - 
. . suffer. Audibility may be lost too, where a microphone an AS ae 
pete up two people speaking with very different voice levels. It 
is good practice in a-talk show to anticipate this dilemma = 
. by taking a preliminary level test (this should be done for. 
_ all. recordings in any case), each participant speaking in 
turn in his normal voice, to check their relative voice 

“5... strengths, and if at all possible acorns the pert te). of 

ok annie as close as ya ae, 


“Spurious. facets Sotmds | can ] alee dielekeriig: 


Ca Apart from the all too familiar obtrusion of coughs, whispers 
and footsteps, there are the everyday noises around us that _ foe Pua a 
the ear may ignore, but the microphone. exaggerates. renee a ot 


creaks (wicker chairs and rockers are notorious!),. and the | 


rattling and jingling of bracelets and bangles are typical | 
examples. On exterior locations, there may be passing air" ea 
in oS, ee by eae children at play, Lass Saws , etc. 5 to CORE oe ae 
cps | ale | ow a a a pls 


ercet ears ame conser does ‘not come : about 


Se far pores We particularly have to ensure that there is | 
_ homogeneity when a scene is shot out of sequence. ‘An interior 9 00.0- 20%. 

must not sound acoustically dead in one shot and live | Sobteeiee 

- berant) in another. Background sounds should seem continuous | 

_ (ie: music, birdsong, traffic, rain, etc.). Such sounds can. 
be added. afterwards when editing and dubbing the show, perhaps : 
- with eae ks (bridging SounES from one scene to the next. 


ae? "Audio circuitry (presence ieee equalization): can modify 
Seana quality considerably.. Reverberation can be added (but ea 
- never reduced) by suitable devices. Some video switching con- 
soles provide simultaneous video/audio switching, and this | 
facility permits "'clean" ct between two scenes , and © 
yp SOSA: associated oo : are . 


POP GROUP with three electric guitars, drums and vocalist. Maximum 
_ separation has been achieved by screening the drummer heavily: there are 
two low screens in front of him, high screens at the sides, and a further _ | 
screen bridged across the top. The two main microphones for the drums are | 
_at the rear, and the bass drum microphone is separated from the skin only 
_. by a layer of foam plastic. For studio safety the power supplies to electric. | 
iy instruments should be fed through isolating. transformers. | | 


